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Foreword 


In 1972 the Forschungsarchiv für römische Plastik at 
the Archaeological Institute of the University of Col- 
ogne began work on the photographic documentation 
of the ancient sculptures that were still to be found in 
English private collections, taking as a basis the invalu- 
able earlier researches of Adolf Michaelis and Cor- 
nelius C. Vermeule. The ultimate aim is to publish a 
series of scholarly catalogues, in which individual vol- 
umes are devoted to the larger collections, while smal- 
ler collections are grouped together on a regional basis. 
The volumes of this series should appear from time to 
time within the format of our larger series, Monumenta 
Artis Romanae, and at the same time will be assigned 
fascicule numbers within volume III of the Corpus 
Signorum Imperu Romani: Great Britain. 

Our original planning was greatly assisted by Pro- 
fessor Brian B. Shefton, who provided us with our 
initial contacts and accompanied us on our first photo- 
graphic tour. Necessary credentials for the owners of 
collections were kindly furnished by Denys E. L. Hay- 
nes and Brian F. Cook, at that time respectively Keeper 
and Assistant Keeper of Greek and Roman Antiquities 
at the British Museum. 

Without the generosity of the owners themselves this 
project could never have been undertaken. The inevit- 
able difficulties caused by the setting up of ladders, 
lights and tripods amongst fragile works of art in 
houses that were generally open to the public, were 
borne with much patience and understanding. We 
should like above all to thank the owners of the Coun- 
try Houses and their staff, for it is through their help 
that we have now completed our photographic work in 
all but a few of the collections encompassed in our 
original plan. 

An interim report of the results of our work was 
presented in the form of an exhibition mounted in 
University College London in 1978 during the XI 
International Congress of Classical Archaeology. This 
exhibition was repeated іп 1980 in the Römisch-Ger- 
manisch Museum in Cologne, and again in 1983 in the 
Ny Carlsberg Glyptotek in Copenhagen. It will 
shortly be shown once more in some of the smaller 
cities of the state of Hesse.’ 
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We are pleased now to present the first volume of our 
projected series. It falls somewhat near the outer limits 
of our plan in as much as it deals with a collection no 
longer surviving in its entirety. One part of the former 
Hope Collection belongs today to the Lady Lever Art 
Gallery in Port Sunlight. When we began our work, 
this Gallery was still in private ownership, and for that 
reason we included its antiquities collection in our 
scheme. We were fortunate to be able to work together 
with Dr. Geoffrey B. Waywell of King’s College Lon- 
don, who has combined his description of the sculp- 
tures in Port Sunlight with his previous research work 
on the Hope Collection, and in this way has been able 
to reconstruct the former appearance and extent of this 
influential collection. 

We offer grateful thanks to all those who have 
supported our work over a long period of time, above 
all to Professor Dr. H.-V. Herrmann who from his 
first arrival in Cologne has consistently encouraged our 
enterprise, and no less to Chancellor Dr. W. Wagner 
because it is to him that our Archive owes its existence. 
The Ministry of Culture of the state of Nordrhein- 
Westfalen financed our first journeys to England, while 
the Gerda Henkel Foundation in Diisseldorf through 
the benevolent interest of Mrs. L. Maskell and Dr. H.- 
J. Ulbrich enabled us to continue our work since 1978. 
The Deutsche Forschungsgemeinschaft in Bonn on 
several occasions put vehicles at our disposal for the 
transport of our equipment. Professor S.S. Frere of 
Oxford University suggested that we might run our 
series within volume III of the Corpus Signorum 
Imperii Romani: Great Britain, and we are happy to 
comply. 


Hansgeorg Oehler 


1 Handlist to the photographic exhibition, Classical Sculpture in 
English Private Collections, reproduced in typescript form, Köln 
1978; Foto + Skulptur, Rómische Antiken in englischen Schlössern, 
Köln 1980; Romersk Skulptur i engelske Privatsamlinger, 
Copenhagen 1983. 
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Two separate catalogues of antique sculpture are con- 
tained within this volume, one of the Collection 
formed by W.H. Lever which is still admirably dis- 
played in the Lady Lever Art Gallery, Port Sunlight, 
the other of the Hope Collection, formerly of Duchess 
Street, London and the Deepdene, Surrey, which was 
dispersed in the auction rooms in 1917. The link bet- 
ween the two parts, and the reason for their juxtaposi- 
tion, is that roughly three-quarters of the sculptures in 
the Lever Collection were previously in the Hope Col- 
lection. 

The Lever Collection has been on public display at 
Port Sunlight for most of the last sixty years, but it was 
only really in 1959 that the attention of classical 
archaeologists was redirected to itby С. С. Vermeule in 
the last of four excellent articles, written jointly with 
D. von Bothmer, entitled ‘Notes on a New Edition of 
Michaelis: Ancient Marbles in Great Britain." He pub- 
lished photographs and brief details of most of the 
sculptures, and drew attention to the presence of 
important works from the Hope Collection. 

My involvement began in 1979 when I was invited to 
write an account of the ancient sculptures as part of a 
comprehensive new catalogue of the Lady Lever Art 
Gallery.” At the time I was already working with Dr. 
Hansgeorg Oehler of the Forschungsarchiv für 
rómische Plastik, University of Cologne, on the prepa- 
ration of catalogues for his new series on ancient sculp- 
tures surviving in English private collections, and as 1 
had long been interested in the history of the Hope 
Collection, it was decided to include a Joint Lever- 
Hope volume in the series, despite the fact that by this 
time the Lady Lever Art Gallery was no longer a pri- 
vate collection owned by Unilever but was maintained 
by the Merseyside County Council. The Director of 
Art Galleries in Merseyside, Mr. Timothy Stevens, 
kindly agreed to this manner of publication, and a 
volume in the series Monumenta Artis Romanae was 
generously offered by Dr. Oehler and Professor Dr. 
H.-V. Herrmann of the Archaeological Institute, Uni- 
versity of Cologne. 

Why concern oneself at all, it might be asked, with a 
Collection like Hope's which has not existed now for 
nearly seventy years? There are several reasons. The 
Hope Collection was one of the most important and 
influential ever formed in Great Britain. It was only 
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partially catalogued in its own day, even by Michaelis, 
and in recent years much new documentary evidence 
has come to light which makes it possible to reconstruct 
the contents and history of display of the Collection in 
a detail which could not be attempted hitherto. And 
not least there is the fact that a part of it is still on public 
display in a British Collection, little known before but 
now fully illustrated through the splendid new photo- 
graphs taken by Raoul Laev. 

The importance of the Hope Collection arises from a 
combination of the genius of its collector, Thomas 
Hope, and the historical circumstances of the 
Napoleonic era in which it was formed. His was the last 
great Collection to be assembled on and from the soil of 
Italy, and it brought to an end the collecting traditions 
of the eighteenth century associated with the Grand 
Tour. Also its quality was high. Thomas Hope and his 
brothers, apart from having large sums of money at 
their disposal, were also discerning purchasers, and the 
statues, busts and cinerary urns they acquired, 
although heavily restored, are as good as any that were 
brought to England during the previous century. The 
Collection was at the same time very much forward- 
looking, in as much as Thomas Hope was a man of 
ambition with a strong didactic purpose, and the sculp- 
tures were intended as a vehicle to influence taste, 
whether in the production of new sculptures and paint- 
ings in the Neo-classical style, or in the manufacture of 
furniture, or in the interior design of town-mansions 
and country-houses. His sculpture galleries in London 
and at the Deepdene were laid out with extreme care to 
evoke particular effects, and for this reason special 
attention has been devoted to reconstructing the detail 
of their arrangements in this book. 

That such an attempt can be made at all is largely 
thanks to the work of a number of scholars who in 
recent years have rediscovered and published impor- 
tant paintings, engravings and documents relating to 
the Hope Collection. Above all I must single out David 
Watkin's stimulating book, Thomas Hope 1769-183 1 
and the Neo-Classical Idea (1968), from which I have 


' С.С. Vermeule and D. von Bothmer, АЈА 63 (1959) 342-3. 

2 Edward Morris, Lady Lever Art Gallery, Port Sunlight. Catalogue 
of Foreign Paintings, Drawings, Miniatures, Prints, Tapestries and 
Post Classical Sculptures, Merseyside County Council (1983). 
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profited enormously. New material is still coming to 
light, and there is now an important group of Hope 
documents in the Yale Center for British Art, Paul 
Mellon Collection, the new evidence from which Ihave 
endeavoured to incorporate. 

After some consideration I decided not to retain 
Michaelis’ numbering system for my Hope catalogue, 
nor that of Christie’s 1917 sale catalogue. Neither list 
was complete, and both were dictated by extraneous 
circumstances, Michaelis’ by the order in which he 
came upon sculptures, and Christie’s by the 
auctioneer’s desire to save the best till last. So I have 
rearranged the order, treating first statues and 
statuettes, next heads and busts, and then reliefs and the 
various categories of decorative and funerary sculp- 
tures, proceeding as far as possible from the better to 
the less good examples within each class. References are 
given to the numbers in Michaelis or Christie’s after 
each heading, where applicable, and there are also full 
concordances at the end of the book with those two 
main catalogues. 

I have not been able to see many of the sculptures 
listed in the Hope catalogue, either because they are 
now lost or are in distant locations which I have been 
unable to visit. My entries for these are compilations 
from the various sources mentioned in the bibliog- 
raphical sections, sometimes aided by information 
from Museum curators, if the objects are in known 
locations. Almost all the sculptures are illustrated, 
either in photographs or in outline engravings; the few 
that escape are relatively minor pieces. It is greatly to be 
hoped that the assembled illustrations may jog a few 
memories and bring to light more Hope sculptures at 
present considered lost. 

Of the many people who have helped me in my work 
I should like to express my gratitude above all to 
Edward Morris, Keeper of Foreign Art at the Walker 
Art Gallery, Liverpool, who first invited me to under- 


take the project and subsequently has done everything 
possible to facilitate progress, and to my close friend 
and colleague, Dr. Hansgeorg Oehler, Director of the 
Forschungsarchiv für römische Plastik in the Univer- 
sity of Cologne, whose work in recording English 
private collections since 1972 has been a constant 
source of inspiration. The excellent new photographs 
of the Lady Lever sculptures are the work of Mr. Raoul 
Laev, and I am much indebted to him and to his assis- 
tant, Miss Gisela Dettloff, for the contribution they 
have made towards this volume. Others in Cologne 
who have helped are Dr. Irmgard Hiller and Dr. 
Friederike Sinn-Henninger, who has given invaluable 
guidance on the cinerary urns. The plans of houses and 
galleries are by Mrs. Renate Pahlke of Cologne, except 
for Fig. 5, the final version of which is the work of Miss 
Sue Bird of the British Museum. 

Dr. R. A. Higgins has kindly contributed the entries 
on the terracottas, and for much other helpful informa- 
tion I am grateful to Wolfgang Ernst, John Harris, 
Olga Palagia, Carlos Picön, Cornelius С. Vermeule, 
Clive Wainwright, Sir Ellis Waterhouse and David 
Watkin. 

Grants from the British Academy enabled me to 
purchase photographs and to travel to Germany. The 
prints purchased, and the negatives of the plates in 
Hope Marbles, will be placed in the Ashmole Archive, 
King’s College London. 

I am extremely grateful to the J. Paul Getty Trust for 
providing a most generous grant towards the cost of 
publication, and to the Atkinson Fund of the Society 
for the Promotion of Roman Studies, London, for a 
supplementary grant towards the cost of the plates. 

Finally I should like to thank all the curators of 
Museums and Art Galleries who have provided me 
with photographs or information, and particularly 
Christie’s and Sotheby’s for allowing me access to their 
catalogues and records. 
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РАК ЕЛ. 
ANCIENT SCULPTURES IN THE LADY 
LEVER ART GALLERY, 
PORT SUNLIGHT 


I. Тһе Lever Collection of 
Ancient Sculptures: 
Introduction 


The Collection of ancient sculptures preserved today 
in the Lady Lever Art Gallery, Port Sunlight, was 
formed by the great Victorian and Edwardian indus- 
trialist and patron of the arts, William Hesketh Lever 
(1851-1925), who in 1922 was created First Viscount 
Leverhulme." Lever, who made his fortune initially 
from soap manufacturing, is justly renowned as one 
of the most enlightened employers of his time, con- 
cerned not only with the physical well-being of his 
employees but also with their moral and mental 
improvement, however paternalistic this may now 
seem. From 1889 onwards he built near his new fac- 
tory at Port Sunlight on the Wirral a model village 
for his workers, containing 1000 dwelling-houses, all 
necessary public buildings, such as church, schools, 
hotel, bank, swimming bath, and not least the impos- 
ing Art Gallery named after his wife, which was to 
house and preserve for posterity his substantial col- 
lections of sculpture, painting, porcelain and furni- 
ture. Projected in 1913, its foundation stone was laid 
by King George V and Queen Mary in 1914, and it 
was completed and opened in 1922. The ancient 
sculptures, which form the subject of this catalogue, 
are displayed for the most part in the north rotonda 
(PI. 37). 

Compared with the great collections of ancient 
marbles formed in the eighteenth and early 
nineteenth centuries the Lever Collection is only of 
moderate size, but the quality of the individual sculp- 
tures is high, and the Collection has an added 
importance in that it incorporates the only substantial 
part of the Hope Sculptures still to survive in Great 
Britain.” Taken together with the Ince Blundell and 
other marbles at the Merseyside County Museums, 
the Lever Sculptures help make Merseyside one of 
the principal centres in Britain for the study of anti- 
que sculpture. 

Of the twenty three ancient, or possibly ancient, 
sculptures catalogued here, fourteen are from the 
Hope Collection. They consist of five statues, nos. 
1-5, including the splendid Antinous displayed in the 
centre of the north rotonda, for which Lever paid the 
not inconsiderable sum of £5,880; one small head, 
no. 6; an exotic candelabrum, no. 8; a tripod base, 
no. 11; five cinerary urns, nos. 14, 17-20; and an 
unusual vase in the shape of a lotus, по. 21. Origi- 
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nally there was a fifteenth sculpture, a tazza which is 
presumed to have been sold after Lever’s death as 
part of his estate? Except for a deficiency in heads 
and busts, this is a reasonably representative sample 
of the Hope Sculptures, amounting to about one 
eighth of the original collection. 

These sculptures were acquired at the great Hope 
sale at Christie’s in July 1917, quite late on in Lever’s 
career as a collector. At the same sale he also purch- 
ased more than sixty of the Hope vases,* a quantity 
of his Egyptian antiquities, including four Canopic 
vases,’ and the Neo-classical group of Aurora and 
Cephalus by Flaxman which had formed the cen- 
trepiece of the Flaxman- or Star-Room in Thomas 
Hope’s London house at Duchess Street (Pl. 29,1). 

These substantial purchases seem to indicate a 
newly-awakened interest in ancient art. Lever’s pre- 
vious purchases of antique sculptures were compara- 
tively minor: the Pedana altar, no. 13, in 1905; a 
male bust, no. 7, in 1913; and the two cinerary urns, 
nos. 15 and 16, in 1915. There can be little doubt that 
the 1917 acquisitions were made with a view to pro- 
viding new objects for public display in the Lady 
Lever Art Gallery, which was then in the course of 
construction. It was in 1917 and 1919 also that the 
small collection of terracottas was purchased. In 
moving more widely into the field of ancient art, 
Lever may have been influenced by the more diver- 
sified American collections, such as that which now 
forms the Walters Art Gallery in Baltimore.’ 


For an account of Lord Leverhulme as collector and builder, see 

particularly the Catalogue to the Exhibition, Lord Leverhulme, 

held at the Royal Academy of Arts London, 12th April - 25th May 

1980, to mark the Golden Jubilee of Unilever. 

The original extent and importance of the Hope collection of 

sculptures is catalogued and discussed in Part II of this volume. 

See below, Appendix to Sculptures, p. 31. 

E. M. W. Tillyard, Tbe Hope Vases (Cambridge, 1923). The Lady 

Lever Greek vases, including those from the Hope collection, are at 

present being recatalogued and prepared for publication by M. 

Robertson. 

These have not been included in this catalogue. They consist of a 

mortar, X. 2152, Tatlock 174; and the four canopic vases, X. 

2153-6, Tatlock 172, which are illustrated below іп line engravings 

from Hope Marbles, pl. (30). Here, Figs. 35-36. 

6 LS 5. Westmacott 217-9; Watkin 110-114; С. E. Bentley, Art 
Bulletin 63 no. 4 (December 1981) 660. 

7 E. Morris in Exhibition Catalogue, Lord Leverhulme (1980) 31. 
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Even so, Lever’s interest in ancient art was of long 
standing, as is shown by his display of life-size 
photographs of Classıcal sculptures in the Port Sun- 
light schools in the 1890’s,‘ and it may be that ın 
making his extensive purchases іп 1917 Lever was 
simply seizing an opportunity which had not pre- 
sented itself before. The Hope Collection was the 
first great English collection of antiquities to come 
under the hammer during Lever’s lifetime, and never 
before had there been the chance to acquire so many 
sculptures and vases of quality on a single occasion.’ 
It says much for the tenacity, astuteness and buying- 
power of Lever that he emerged from the sale with a 
greater number of purchases than any of his disting- 
uished competitors. 

Most of the ancient sculptures in the Lever Collec- 
tion have been restored, and in many cases the details 
of the surface have also been recut or worked over. 
These restorations were carried out in Rome in the 
later eighteenth century, and some are known to be 
the work of leading sculptor-restorers of the day. For 
example, the cinerary urn, no. 17, was restored by 
Cavaceppi, the statuette of a standing Hermaphro- 
dite, no. 2, by Pacetti, and the statue of Antinous, 
no. 5, by Pierantoni. It has been the fashion for some 
time now to deplore such restorations. Often they 
can be shown to be incorrect, and the overall effect is 
somewhat misleading. Some Museums and Galleries 
have gone so far as to remove the offending limbs 
and heads, but on balance it is probably wrong to do 
so. Once a piece of ancient sculpture has been 
restored, it generally looks better with the restora- 
tions than without them; and besides this they repre- 
sent important evidence for eighteenth century taste, 
when it was unthinkable not to restore a statue. In 
the Lever Collection the restorations remain intact, 
and the cinerary urns in particular present interesting 
case studies in trying to decide what is ancient, what 
is restored, or what is ancient but worked over. 

Also included in the catalogue are six copies of 
Imperial Roman portrait busts. These are of some 
interest because they reproduce for the most part 
known originals in Rome, many of them formerly in 
the second collection of Cardinal Albani from which 
the Museo Capitolino was formed in 1733. They pro- 
vide us with some indication of what was available to 
be copied in the late seventeenth and early eighteenth 
centuries, and how closely the copies followed the 
originals. 


* Op. си. 28, 168. 

> The Times, 25 July 1917: “No such sale has been held in this 
country for several generations, and it is not likely that another 
collection of equal importance will be offered to the public in the 
time of anyone living.” 

"© For a discussion of the main purchasers at the Hope sale of 1917, 
see below, pp. 65—66. 


2. Catalogue of Sculptures 
Statues 


1. Statue of a Nymph or Goddess (Venus 


Marina Type) LLAG 20 | 
Pls. т; 2, 1-3; 6, 1-2. Fig. 14 


Н. 1.40 m.; W. 0.65 т.; О. 0.30 m.; Th. of plinth, 0.06m. 
Marble: white, medium-crystalled, Greek island, probably 
Parian. 

Restored: right arm from above elbow, vase and drapery 
support, half of right foot and part of pedestal. Drapery 
repaired in places. Neck restored, head ancient but alien. It is 
noteworthy that there are signs of double restoration: the 
neck, right eyebrow and most of the nose were restored in 
Parian-type marble, while the tip of the nose was subse- 
quently re-restored in a marble of finer crystal which was also 
used for the vase-support. The surface is generally quite 
weathered, and there is particularly severe weathering of the 
shoulders, hair, and the top of the bunched drapery around 
the abdomen. 

Lit.: Cavaceppi, Raccolta I (1768) pl. 22; Christie’s Catalo- 
gue, 29th April 1801, lot 92; Fosbrooke pl. 3; Hope Marbles 
pl. 13; Westmacott 222; Clarac, IV pl. 599 no. 1312; Brayley- 
Britton 87; Jahn, Archäologische Aufsätze (1845) 27; Ber- 
noulli, Aphrodite (1873) 367; Michaelis 289 no. 35; Reinach- 
Clarac 321, 2; Christie’s Catalogue, 23—24 July 1917, lot 243; 
Tatlock 165, X. 2169; Text to Br. Br. 675 right (1926); Muth- 
mann, Statuenstutzen (1951) 119; Vermeule, AJA 59 (1955) 
135; id., AJA 63 (1959) 342 no. 1 pl. 79 fig. 16; С. Becatti, 
Studi Miscellanei 17 (1971) 19 по. 9 pl. 15. 


She stands in a relaxed pose, with the weight taken on the left 
leg and the right leg lightly bent at the knee and turned to the 
side. The left arm, partly draped, is bent with the hand resting 
on the hip, while the bare right arm is lowered and leaned on a 
support, the presence of which is confirmed by the fragment 
of a strut which projects from the right thigh. Probably it was 
not originally a vase and drapery as here, but rather a tall, 
square pillar with a sideways-turned vase on top, as is found 
on most other versions of this type. Both feet rest flat on the 
ground, and beneath the feet are carved very thin sandal soles. 
Her shoulders and body are bare, but her legs and lower 
stomach, and most of her left arm, are swathed in the drapery 
of a large cloak of heavy-looking material, which passes 
across the back from the upper left arm to the right hip, and 
then bunches around the abdomen, from where a triangular- 
shaped overfold with a weight at the corner falls to just below 
the left knee. Folds of drapery from both ends of the cloak fall 
beside the left side of the figure, obscuring the modelling of 
the left leg. On each shoulder is the end of a tress of hair. 

_ The statue was evidently intended to be seen from a frontal 
viewpoint. It has very little depth, and the working of the 
back is summary. It may have been part of a fountain as 
suggested by Vermeule, or it may have been placed against a 
wall or in a niche as part of a decorative facade, for example of 
a Nymphaeum or theatre. It probably dates to the middle of 
the second century A. D. 


Тһе head which has been added to this statue is of an 
Aphrodite type deriving from an original of late Classical or 
early Hellenistic date. In the arrangement and treatment of 
the hair it is related to the heads of the Capitoline Aphrodite 
type’, ог to some of the heads of the crouching Aphrodite of 
so-called “Doidalses’ type.’ Particularly close is the head of 
the Lely Venus formerly at Windsor Castle. The date of the 
Lady Lever head is likely to be Hadrianic. 

Leaving aside the head, the statue belongs to the so-called 
Venus Marina type, of which twenty-seven versions or var- 
lants are known, including this one. These have been well 
discussed and illustrated by Becatti,^ and also by Bieber,’ 
who was apparently unaware of Becatti's work. The copies 
can be divided into various categories, but it is clear that the 
main type is represented by the statue found in the theatre at 
Ostia in 1911.5 This is not particularly good work, but its 
head is preserved, broken from the body but to be restored 
looking slightly upward towards the figure's right. The drap- 
ery is arranged and rendered as in this Lady Lever statue, 
while the support consists of a square pillar surmounted by a 
vase lying on its side, on which the right hand leans. The same 
head type is found on another version from Ostia where а 
thin chiton has been introduced to cover the upper body and 
both legs. An alternative type replaces the pillar beside the 
figure with a dolphin, nose-downwards above a rock, some- 
times with a boy on its back. 

This statue type was particularly popular in Ostia where six 
versions have been found, and it was used for votive reliefs to 
sea deities found at Ischia, now in Naples. In view of this, it is 
reasonable to identify it as a Nymph or Goddess associated 
with the sea, perhaps Ino Leucothea or Mater Matuta. Most 
authorities believe the statue derives from a Greek original of 
the fourth century B. C., slightly earlier than the time of 
Praxiteles’ Cnidian Aphrodite, but there is no agreement as to 
who the sculptor might have been. 

Acquired in 1917 from the Hope Collection for 6o gns. 
(£63). This is probably the statue which Thomas Hope 
bought from the Duke of St. Alban's Collection at Christie's, 
29th April 1801, lot 92, described in the catalogue as: “a 
whole length figure of a muse, leaning on a vase, small life -- 
formerly belonging to Cardinal Albani.” Hope paid £16. 5. 6. 
Hope's statue of a Bacchante (Hope Sculptures, no. 20), 
which might otherwise have been a candidate, was lot 95 in 
the same sale. Whether or not this is a re-restored version of 
the statue illustrated by Cavaceppi, inscribed: "Presen- 
temente posseduta da Milord Hope in Inghilterra", is still not 
clear. His engraving shows a palm trunk beside the figure 
instead of a vase. The evidence of this statue suggests it could 
indeed have been re-restored, but for the two statues to be the 
same a very complex sequence of ownership has to be 
accepted. The *Milord Hope" obviously cannot be Thomas, 
who was not born until the following year. Possibly he was 
Thomas’ second cousin, Olivier Hope, who knew Cardinal 
Albani and died in 1789.? The succession of owners would 
then be: Cardinal Albani, *Milord Hope", Duke of St. 
Alban's, and then Thomas Hope. See below, Hope Sculp- 
tures, no. I4. 


т Stuart Jones, Capitolino p. 182 no. І pl. 45; Helbig* П no. 1277. 
2 А. Linfert, AM 84 (1969) 158-64; id., Kunstzentren hellenistischer 


Zeit (1976) 100; Raeder p. 73 Kat. I 55. 
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? Vermeule, АЈА 59 (1955) pl. 46 figs. 29-30. Now on loan to the 
British Museum, Greek and Roman Department, Reg. 1963. 
10-29. I 

* G. Becatti, Studi Miscellanei 17 (1971). 

5 M. Bieber, Ancient Copies (1977) 49-50 pls. 32-33 figs. 177-84. 

6 Br. Br. 675; Becatti, op. cit. 17-18 pls. 1-6. 

7 Becatti, op. cit. pl. 22. 

% Examples in Naples and Vienna: Becatti, op. cit. pls. 24-25. 

У This is the suggestion of Watkin 6 n. 12; cf. Michaelis 93. For 
Olivier Hope as collector, see J. W. Niemeijer, Apollo 168 (1978) 
182—189. Two statues of Venus were owned by John Hope, 
Thomas’ father, but both were apparently Neo-classical copies, 
and cannot have been this statue. See J. W. Niemeijer, Nederlands 
Kunsthistorisch Jaarboek 32 (1981) 157, 208-9, nos. 371, 380. 


2. Statuette of Standing Hermaphrodite 


LLAG I3 Pls. 3; 6, 3—4. Fig. 24 
Н. from top of modern pedestal, 1.04 m.; Н. including 
pedestal and restorations, 1.085 m.; W. excluding restored 
arms, 0.205 m.; D. 0.22 m. 

Marble: white, medium-crystalled, probably Parian. 
Restored: head, neck, shoulders, both arms, some of right 
breast, penis, both legs below knees, pedestal, tree-trunk 
support. 

Lit.: С. A. Guattani, Memorie Enciclopediche Romane 11 
(Paris, 1806-7) 91 no. 58; Fosbrooke pl. 16; Hope Marbles pl. 
11; Westmacott 222; Clarac, IV. pl. 668 no. 1554; Michaelis, 
AZ 32 (1874) 16 no. 10; Michaelis 288 по. 26; A. Furtwäng- 
ler, Ueber Statuenkopien in Alterthum (1896) 58; Reinach- 
Clarac 371, 5; P. Herrmann in Roscher, Lexikon I 2324; L. 
Mariani, BdA 7 (1913) 245 n. 6; Christie's Catalogue, 23-24 
July 1917, lot 242 pl. 8; Tatlock 165, X. 2168; Vermeule, AJA 
63 (1959) 342 no. 2, pl. 79 fig. 17; M. Delcourt, Herm- 
aphrodıtea. Collection Latomus, vol. 86 (1966) 25; Watkin 33. 


The antique torso is completely nude, the weight is taken on 
the left leg, and the body is curved in the manner of Praxite- 
lean male statues. Traces of the original support survive on the 
outside of the left thigh. That this is indeed an ancient Her- 
maphrodite and nota reworking of an Eros statue is shown by 
the left female breast which is preserved, and by the male 
genitalia. The drill has not been used to divide the buttocks, 
and the date is likely to be Flavian, c. 70-100 А. D. 
Standing Hermaphrodites exist in a number of different 
types which have been discussed by Delcourt.' That which 
comes closest to this statue is the nude standing Hermaphro- 
dite in Berlin,” which has been tentatively associated since the 
time of Furtwängler with the bronze Hermapbroditus nobilis 
by Polycles, a sculptor apparently of the early fourth century 
В. С. Ignoring the restorations, the pose of the Lady Lever 
Hermaphrodite can be seen to be very close to that of the 
Berlin statue, and the treatment of the antique torso suggests 


ı M. Delcourt, Hermaphrodite, English translation (1961); and 
eadem, Hermapbroditea. Collection Latomus, vol. 86 (1966). 

* Beschreibung, no. 193; Reinach-Clarac 372, 2-3; Delcourt, Her- 
maphrodite 59 pl. 1; Lippold 225 n. 10. l 

› Pliny, NH 34. 80; Furtwängler, Statuenkopien pl. 12; Picard, 
Manuel IV. 2, 765 п. 4; M. Bieber; Sculpture of the Hellenistic Аве? 


(1961) 12$. 
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that here too the right arm should have been raised, the left 
somewhat lowered. It is not, however, a precise duplicate of 
the Berlin statue, as it is relatively smaller (that in Berlin is 
1.723 m. H.) and the forms are fleshier and more feminine. 
There is a similar torso in the Ashmolean Museum, Oxford,* 
and a variant bronze in Florence.’ l 

Purchased in 1917 from the Hope Collection for 115 gns. 
(£120. 155.). This is probably the statue of an Hermaphrodite 
which, according to Guattani, was acquired in Rome c. 1796 
from Vincenzo Pacetti by Henry Philip Hope, the younger 
brother of Thomas Hope.‘ See below, Hope Sculptures, no. 


use 


4 Michaelis 550 no. 34; Reinach, RS II 177 no. 2. 

5 Clarac, IV. pl. 666 по. 15460; Reinach-Clarac 367, 6. 

€ Guattani, loc. cit.: “Un Gruppo rappresentante Bacco, е la 
Speranza, venduto al Sig. Enrico Hope... ed una айта Statua 
rappresentante un’ Ermafrodito.” 


3. Statuette of Silenus Seated on a 
Rock LLAG 14 Pls. 4; 7, 1-2. Figs. 18. 19 


Н. from top of modern pedestal, o.93 m.; H. including 
pedestal, 0.99 m.; W. 0.38 m.; D. 0.54 m., including restored 
right leg. 

Marble: white, fine-crystalled, Greek. Surface much weath- 
ered. 

Restored: both arms, lower abdomen and genitals, portion 
of upper right thigh, right leg from above knee, portion of 
upper left thigh, left leg from below knee to foot, lower neck, 
tip of nose, pedestal below feet. Head probably original and 
belonging to statue. 

Lit.: Christie’s Catalogue, 31st May 1800, lot 41; Fosbrooke 
pls. 7 апа 20; Hope Marbles pls. го and (22); Westmacott 222; 
Clarac, IV. pl. 730B, no. 17558; Michaelis 286 no. 19; 
Reinach-Clarac 419, 7; Christie’s Catalogue, 23-24 July 
1917, lot 236 pl. 13; Tatlock 165, X. 2166; Vermeule, AJA 63 
(1959) 342 no. 3, pl. 79 fig. 18. 


The body type of this heavily restored statue appears to be a 
variant of the Heracles Epitrapezius of Lysippus.' The head, 
which is bald on the crown and forehead, wears a fillet, the 
ends of which fall on to each shoulder, and a wreath of ivy 
with clusters of berries. From the drill-work in the beard and 
the style of the rock seat, a date in the middle of the first 
century A. D. is likely. 

A seated Silenus, similar in pose to this statue, but with the 
positions of the legs reversed, once existed in the Palazzo 
Mattei in Rome.’ The Silenus seated on a cista in the Museo 
Capitolino, Rome, has its legs positioned in the same way as 
the Lady Lever statue, but is otherwise not similar, its body 
being fleshier and grosser, and its head older with a longer 
beard. 

Silenus heads of similar type are found on several statues, 
including the reclining Silenus in York,* and the standing 
statues at Nostell Priory’ and Petworth.’ Separate heads 
include one from Side” and another in Boston, Museum of 
Fine Arts. 


Acquired in 1917 from the Hope Collection for 250 gns. 
(£262. 10). This may be the statue purchased by Thomas 
Hope for £42 at the Christie sale of 51st Мау 1800, lot 41, 
described as *Bacchus crowned with ivy, a fragment, very 
fine." See below, Hope Sculptures, no. 25. 


: Е Johnson, Lysippos (1927) 98-104; Lippold 285 n. 2. l 

* ee 2 L Guerrini et al., Palazzo Mattei di Giove; 
Le Antichità (1982) 42: present location not known. 

3 Stuart Jones, Capitolino p. 318 no. 11a pl. 79; Helbig* П (1966) no. 
1213. 

+ Veale AJA 63 (1959) pl. 81 fig. 20. 

5 Vermeule, loc. cit. pl. 81 fig. 21. l 

6 Michaelis 613 по. 54; M. Wyndham, Catalogue of the Collection of 
Greek and Roman Antiquities in the Possession of Lord Leconfield 
(1915) no. 54. l 

7 J. Inan, Roman Sculpture at Side (1975) по. ут p. 116 pl. 55,1. 

8 Comstock and Vermeule, Sculpture in Stone (1976) по. 165 p. 108. 


4. Archaistic Statue of Maiden LLAG 19 
Pls. 5; 7, 3—4. Fig. 17 


Н. 1.23 m.; W. as restored o.40 m.; D., excluding restored 
right arm, 0.25. m. 

Marble: greyish-white, fine-crystalled. Surface weathered 
and worked over. 

Restored: head and neck, left arm from above elbow and a 
portion of drapery at the back, right arm from above elbow, 
foreparts of feet, and plinth. The body is broken just above 
the waist, and its surface has been much smoothed. 

Lit.: Hope, Household Furniture pl. 2; Fosbrooke pl. 2; 
Hope Marbles pl. 18; Hope, Costume of the Ancients, 1st edn. 
(1809) pl. 32; 2nd edn. (1812) pl. 60; Westmacott 228; Bray- 
ley-Britton 86; Michaelis 289 no. 32; Christie's Catalogue, 
23-24 July 1917, lot 239; Tatlock 165, X. 2167; Vermeule, 
AJA 63 (1959) 342 no. 4, pl. 81 fig. 26; J. B. Hartmann and K. 
Parlasca, Antike Motive bei Tborvaldsen (1979) 66 pl. 18,3. 


She stands in the pose of a late Archaic kore, with left leg set 
forward, and wears a chiton and peplos. The chiton is visible 
in the buttoned sleeves over the upper arms and in the some- 
what schematic folds around the ankles. The peplos, which is 
of heavier-looking material, falls to about ankle level, cling- 
ing tightly to the outlines of both legs, but bunching between 
them. It is fastened on both shoulders, from where long 
overfolds fall frontwards and backwards, terminating in trail- 
ing ‘swallow-tail’ ends, evenly disposed at front and back. 
These descend very low to a point well below the knee, and 
each corner has a lead-weight. 

On the shoulders at the back is the lower part of a mass of 
hair, ending in a straight edge, and at the front are two single 
locks looking rather like ribbons. There is no doubt that the 
head with its firm rounded features is restored. Its triple row 
of tight curls passes in illogical fashion around the back of the 
head, and an attempt has been made to create an ancient 
appearance by the addition of a deposit and brown stain to the 
surface of the marble, and by the restoration of the nose. 


| Because of the excessive smoothing and restoration, a date 
is hard to assess, but there is little obvious use of the drill, and 
it may perhaps be assigned to the late first century B. С ог 
early first century А. D. l 

Comparable statues include York, City Art Gallery, по. т,! 
Ince Blundell Hall, no. 82,2 Soane Museum, furniture 
support, Cat. 381, and Melbourne, National Gallery of Vic- 
toria, from Palazzo Sciarra in Rome 

Acquired in 1917 from the Hope Collection for 300 gns. 
(£ 315). Provenance not known. Thomas Hope called it a 
priestess of Isis and first displayed it in the Picture Gallery at 
Duchess Street (Fig. 4). See below, Hope Sculptures, по. 19. 


* Vermeule, AJA 63 (1959) 348 pl. 81 fig. 27. 

* B. Ashmole, A Catalogue of the Ancient Marbles at Ince Blundell 
Hall (1929) no. 82 pl. 1. Now in the Merseyside County Museums. 

3 Matz-Duhn, no. 1567; Sotheby’s Catalogue, 13th March 1931, lot 
2, with 2 pls. 


LLAG 208 
Pls. 8-14, 1-2. Fig. 11 


5. Statue of Antinous 


Overall H., including restored right arm, 2.33 m.; H. to top 
of head including plinth, 2.045 m.; H. of head from chin to 
crown, 0.219 m.; Th. of plinth below right foot, 0.102 m. 
Marble: white, Greek island (‘Parian’), with brownish patina 
mostly removed when the surface was smoothed over. 
Restored: tip of nose, locks of hair behind right ear, both 
forearms from just above elbow with cup and jug, left leg 
from below knee with left foot and much of pedestal, back of 
lower right leg, tips of toes of right foot except for little toe, 
penis, repairs to chlamys over tree-trunk support including 
clasp and weight. The tree-trunk support itself is ancient. The 
entire surface has been smoothed over and details retouched 
or enhanced including navel, pubic hair above penis, and 
perhaps also the locks of hair over the forehead. The restora- 
tions are the work of the Roman sculptor Pierantoni. 

Lit.: Levezow, Ueber den Antinous (1808) 111; Hope Marb- 
les pl. (24); Е. О. Visconti, Illustrazioni de’ monumenti scelti 
Borghesiani П (1821) 40 п. 3; Кіссу, Pago Lemonio 146 no. 
101; Westmacott 221; Specimens II (1835) pl. 52; Clarac, V. 
pl. 945 по. 2430B; Waagen, Kunstwerke II 135-136; id., 
Works of Art (1838) II 325; id., Treasures II 112-113; 
Michaelis 283 no. 8; A. Bertolotti, ‘Esportazione di oggetti di 
belle arti da Roma per L’Inghilterra’, Archivio Storico etc 
della citta е provincia di Roma, 4 (1880) 89; Dietrichson, 
Antinous (1884) no. 100; Reinach-Clarac 583, 3; Winnefeld, 
Villa des Hadrian 165; Gusman, Villa Hadriana 279 tig. 483; 
T. Ashby, PBSR 4 (1907) 93; A. Montaiglon, Correspond- 
ance des Directeurs de l'Académie de France à Rome XVI 
(1907) 413; Christie’s Catalogue, 23-24 July 1917, lot 251 pl. 
15; Marconi, MonAnt 29 (1923) 191 no. 78; Tatlock 165—166, 
X. 2170; Muthmann, Statuenstützen 47, 116, 121; Vermeule, 
АЈА 63 (1959) 342 по. 5, pl. 81 fig. 31; С. W. Clairmont, Die 
Bildnisse des Antinous (1966) no. 39 pl. 28 pp. 20, 33; W. 
Fuchs, AA 1966 76-86; Е. de la Maza, Antinoo (1966) 302 no. 
33; Watkin 33, 48; H. v. Heintze, Gnomon 43 (1971) 3973 P. 
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Zanker, Klassizistische Statuen (1974) 97; Raeder 156-157 
Каана 


The head is unbroken from the body, and it is noteworthy 
that while the head is lifesize, the body is of decidedly heroic 
proportions. The irises of the eyes were once incised and the 
pupils drilled, but the marks have been almost eliminated by 
cleaning. The drill was used in the hair above the forehead, to 
divide the upper left arm from the body at front and back, to 
divide the buttocks, and to separate the right heel from the 
pedestal. The hair is much more shallowly worked at the sides 
and back than at the front. The top of the head is not much 
recut and more weathered in appearance than the body. There 
are no definite signs of ancient puntelli where the left wrist 
and jug are attached. 

Antinous, the Bithynian favourite of the Emperor Had- 
rian, is here portrayed in strongly idealised fashion. The 
striding pose, raised right arm, and the treatment of the 
musculation of the torso suggest that the ancient Roman 
sculptor modelled the figure on a Greek statue of the early 
Classical period, perhaps c. 460 B. C. The features of the face 
are ennobled, and the upward turn of the head imparts a 
feeling of exaltation. Clairmont follows the suggestion of 
Michaelis and others that Antinous is here represented in the 
guise of Ganymede offering ambrosia to Hadrian as Jupiter, 
and there is little doubt that this was the intention of the 
restorer. Vermeule, however, prefers an interpretation as 
Antinous-Dionysus, perhaps because of the similarity in the 
treatment of the torso with the statue of this type in the 
National Bank, Rome.’ 

Like most of the portraits of Antinous, this statue dates to 
the period of his apotheosis after his death by drowning in the 
Nile in October, A. D. 130.” Clearly it should also be dated 
before the death of Hadrian in A. D. 138. 

Clairmont classes it with the type-B portrait, after the style 
of the Antinous Farnese in Naples,’ and compares particu- 
larly the treatment of the hair over the forehead. 

Fuchs has compared the body type of this Antinous with 
that of the Capitoline ‘Cacciatore’, a portrait statue of the 
time of Gallienus (perhaps one of his dead sons, Saloninus, in 
idealised form), and has suggested that both derive from a 
famous original of the Attic-Myronian circle just prior to 450 
B. C., possibly a statue of Pan. Langlotz previously sug- 
gested that the type derived from the Perseus of Pythagoras, 
and listed other fragmentary copies in Naples, Florence, 
Delos and North Carolina. 

An alternative explanation may be that Antinous was origi- 
nally shown crowning himself with his right hand, and 
perhaps holding an athletic object in his left, and that the 
statue is modelled on a famous athlete type from just before 
the middle of the fifth century B. C. 

Acquired in 1917 from the Hope Collection for the sum of 
5,600 gns. (£5,880). The statue was bought in Rome in 1796 
by the Hope brothers from the restorer Pierantoni for 2,800 


! Clairmont, op. cit. no. 28 pl. 20. 

? Clairmont, op. cit. p. 15; S. Perowne, Hadrian (1960) 99, 155-157. 

3 Clairmont, op. cit. no. 33 pls. 25-26; Zanker, Klassizistische Sta- 
tuen no. 9 p. 10 pl. 5,4. 

* Stuart Jones, Capitolino p. 292 no. 27 pl. 71; Helbig* II no. 1388. 

' Langlotz, Der triumphierende Perseus (1960) 17-22; id., RM 7o 
(1963) 20-23; cf. C. Rolley, ВСН 88 (1964) 507-11. 
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scudi according to Montaiglon.° Bertolotti puts the sum 
lower, however, claiming that for 2,500 scudi the Hope 
brothers acquired not only this statue but also the Apollo and 
Hyacinthus, Apollo Sauroctonus (or Pothos) and Apollo 
with the bow (below, Hope Sculptures nos. 8-10). Possibly 
the amount had been underestimated for export purposes. 
According to Levezow, Visconti and Westmacott the Antin- 
ous came originally from the Villa Hadriana, but Riccy and 
Ashby quote a statement of Pierantoni himself that it was 
found at Roma Vecchia, between the fourth and fifth milesto- 
nes on the road to Frascati, about 1794. From Bertolotti we 
learn that it was exported from Rome on roth March 1803. 
For the history of its display in the Hope Collection see 
below, Hope Sculptures, no. 7. 


~ 


Montaiglon, loc. cit.: “Finalmente il simulacro al naturale ФАп- 
tinoo nell’ attitudine, е nell’ uffizio di Ganimede, in atto di presen- 
tar l'ambrosia al suo Giove terreno, ad Adriano, scultura di gran 
verità singolare per questa stessa espressione, la quale scoperta 
qualche scavo incerto era stata acquisitata dallo scultor Pontificio 
Pierantoni. Il prezzo, che i signori Hope Phan равага, compreso il 
sarcimento, sono stati scudi Romani due mile otto cento." 
Bertolotti, Joc. cit. “10 Marzo 1803. I fratelli Hoppe, Adriano, 
Tommaso ed Enrico inglesi estraggono quattro casse contenenti 
quattro statue antiche rapp. l'Apollo e Giacinto l'Antinoo, 
l'Apollo Saurotono e l'Apollo con l'arco invece di scudo. Li 
avevano comperati fin dal 1796 dagli scultori D’Este e Pierantoni, 
detto lo Sposino per scudi 2500.” 


~ 


Heads 


БАСТ 
РІ. 14, 3—4. Fig. 30 


6. Head of Asclepius 


Н. 0.138 m.; W. о.то. m.; D. 0.09 m. 

Marble: white, large-crystalled, probably Greek. 

Restored: nose. 

Lit.: Hope Marbles pl. (29); Michaelis 291 no. 41; Christie’s 
Catalogue, 23-24 July 1917, lot 210; Tatlock 165, X. 2165; 
Vermeule, AJA 63 (1959) 342 no. 6. 


A small version of the head of Asclepius of Blacas type in the 
British Museum, which is thought to derive from an original 
of the later fourth century В. С. The workmanship is very 
sketchy, particularly on the hair at the back of the head, 
suggesting perhaps that this head may be broken from a 
sarcophagus. To be dated to the second or third centuries 
A. * There are similar small heads in the Hermitage, Lenin- 
grad.” 

Bought in 1917 from the Hope Collection for 38 gns. (£39. 
185.). Its original provenance is not known, The plate in Hope 
Marbles shows that this head was mounted in handle-like 
fashion on top of the lid of the circular urn LLAG ı 5, по. 18 
below. See also Hope Sculptures, no. 46. 


· ВМ 550. В. Ashmole, BSA 46 (1951) 2-6 pls. 1-4; Lippold 259 п. 3 
pl. 95, 2; Picard, Manuel IV,2 (1963) 902-908. 

* Waldhauer, Die antiken Skulpturen der Ermitage I (1928) nos. 
46-47 pl. 27. 


7. Head of Bearded Male LLAG2 Plis 


H. overall, 0.41 m.; Н. of antique part from base of neck, 
о.219 m.; Н. from bearded chin to crown of head, 0.193 m. 
Marble: white, probably from the Greek islands. 

Restored: bust and pedestal, nose, two locks of beard, left 
cheek and one lock of hair over forehead. 

Lit.: Knight, Frank and Rutley's Catalogue, July 1915, lot 
373; Tatlock 164, TM 476; Vermeule, А/А 63 (1959) 342 no. 


7. 


Simplified, mediocre work which could derive from any one 
of a number of heads of Zeus or Asclepius. Not obviously of 
Homer type, as previously described. The planes of the face 
are somewhat flattened (in part the result of over-working), 
and the hair is only summarily carved at back and sides. There 
is drill-work in the hair at the front. A crown or ribbon is 
worn. Roman work of the second century A. D., perhaps 
from Asia Minor. 

Acquired in 1913 from the Collection of the Duke of 
Sutherland at Stafford House, London. 


Candelabra 


8. Candelabrum LLAG 16 
Pls. 16, 1-2; 18; 40. Figs. 2; 29 


Н. as reconstructed 2.46 т.; L. of each side at base 0.49 m. 
Marble: grey-striped, fine-crystalled, Italian. 

Restored: upper half of quadrangular base including ritual 
objects and horned lion-heads, lower part of square transi- 
tion, spray of leaves below main shaft, rams'-head capital 
(probably), and the whole of the upper shaft except for the 
lion-heads. Marble basin at top re-restored earlier this cen- 
tury. 

Lit.: Hope, Household Furniture pl. г; Fosbrooke pl. 18; 
Hope Marbles pl. 1; H. Moses, A Collection of Antique Vases, 
Altars, Paterae, Tripods, Candelabra, Sarcophagi etc. from 
varıous Museums and Collections (London, 1814) pl. 87; 
Brayley-Britton 86; Michaelis 292 no. 43; Christie’s Catalo- 
gue, 23-24 July 1917, lot 184; Tatlock 172, X. 2157; EA 4868; 
Vermeule, AJA 63 (1959) 342 no. 8. 


The lowest part is in the form of a square altar with panelled 
sides, guarded at the corners by four squatting sphinxes, and 
resting on a podium decorated with vertical fluting and hori- 
zontal moulding. 

The transition from the base to the cylindrical shaft is 
effected by a square decoration of oak leaves, above which 
four cupids hold garlands around a circular member, sur- 
mounted by another band of vertical fluting. Ribbons flutter 
above the garlands. 

Above the restored spray of leaves the circular shaft, which 
is likely to be ancient, is decorated with vertical, unfolded 
acanthus leaves and figures of cranes and reptiles moving to 
the left. There is much use of the drill in the leaves of the 
vegetation. 


Closely comparable in style to the lowest part of this 
candelabrum is a quadrangular base decorated with sphinxes 
at the four corners from the Hamilton Collection, BM 2487.' 
Rams’ heads like those restored on the capital here occur on 
the triangular base BM 2509 and on various replicas in Venice, 
Mantua, the Vatican and Paris. The rather open form of the 
garlands held by the cupids suggests a Flavian date for this 
fragment. 

The general style of this heavily restored candelabrum is 
very much that of Piranesi, although there is no evidence that 
it came from his collection. Comparable examples are in the 
Ashmolean, Oxford, the Louvre, the Vatican, and there are 
fragments in the Soane Museum.) 

Acquired in 1917 from the Hope Collection for the sum of 
290 gns. (£304. 10). Its original provenance is not known. See 
below, Hope Sculptures, no. 73. 


* At present on loan to the National Gallery, London, where it is 
displayed in Room 32. 

* С. Vermeule, ‘Dal Pozzo - Albani Drawings’, TransAmPhilSoc 
56,2 (1966) 22 fol. 19-21 nos. 8342-4 fig. 58, with refs. 

3 J. Wilton-Ely, Piranesi, Arts Council, London (1978) рр. 114-115 
and especially р. 117 no. 306; Gusman, Villa Hadriana 253-7. 


9. Candelabrum LLAG 17 Pls. 16,3; 17,1 


Н. 2.07 m.; L. of side of hexagonal base, 0.24. m. 

Marble: white, fine-crystalled with blueish veins. 
Restored: hexagonal base, circular drum, upper basin. The 
three pieces of stem are likely to be ancient, but the upper two 
have been recut. The base is cut from an ancient piece of 
marble, but is not in itself ancient. 

Lit.: Christie’s Catalogue, 3 May 1923, lot 138; Tatlock 171, 
Х. 4609; Vermeule, АЈА 63 (1959) 343 no. 11. 


The restored hexagonal base has panels decorated in the anti- 
que style with the following objects (working from right to 
left): a dolphin set nose-downwards, patera, bucranium, jug, 
cypress, and patera. Above the separately carved, restored 
circular drum, the three sections of shaft are decorated with 
laurel leaves and berries. Work of the first or second centuries 
AD. 

Acquired in 1923 from the Collection of Lord Brownlow at 
Carlton House Terrace, London. Bought from M. Harris & 
Sons, 5 Мау 1923, together with no. то below (LLAG 18) for 
£67. 6.0. 


то. Candelabrum LLAG 18 


Н. as restored 2.10 m.; L. of each side of base 0.26 m. 
Marble: white, medium-crystalled. 

Restored: hexagonal base and moulded circular member 
above, small roundel in shaft, upper part of shaft and basin. 
The lower part of the stem has been pieced together from two 
different fragments which, although ancient, differ slightly in 
size and in the style of carving. 


Pl. 17, 2-3 
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Lit.: Christie's Catalogue, 3 May 1923, lot 138; Tatlock 171, 
X. 4610; Vermeule, AJA 63 (1959) 343 по. то. 


Above the restored hexagonal base is a cylindrical, altar-like 
part with a lower torus decorated with leaf ornamentation. 
The sides are richly carved with two garlands of oak leaves 
and acorns tied by ribbons to the horns of two bucrania. 
Within the fields formed by the garlands are a jug and a 
patera. Above this is a bell-shaped member carved with acan- 
thus leaves, then the restored roundel, and above this the 
shaft of the candelabrum, carved in three sections, of which 
the upper one is restored, and decorated with laurel leaves, 
and ivy leaves and berries. The antique parts probably date to 
the first century A. D. 

Acquired in 1923 from the Collection of Lord Brownlow at 
Carlton House Terrace, London, together with no. 9, above, 
LLAG а 


Tripods 


іі. Base of Tripod Restored as Candelab- 


rum LLAG 5 Pl. 19, 1-2. Fig. 33 
Н. as restored 0.605 m.; Н. of antique portion 0.416 m.; Н. 
of antique base 0.181 т.; W. of segment of base 0.28 m.; Н. 
of portion of ancient candelabrum 0.235 т. 

Marble: white, large-crystalled for tripod base; much finer 
crystal for shaft of candelabrum. 

Restored: plinth, lower corners of tripod base, upper parts of 
lion-paws and central support, top of shaft and marble basin. 
Lit.: Hope Marbles pl. (28); Neale р. 7; Brayley-Britton 87; 
Christie’s Catalogue, 23-24 July 1917, lot 185; Tatlock 171, 
Х. 2158; Vermeule, AJA 63 (1959) 342—3 no. 9. 


Reconstructed from two different fragments which do not 
belong. The lower portion consists of a tripod base with three 
segmental concave sides, resting on a modern plinth. Each 
segmental side is decorated at the upper margin with a vertical 
tongued ornamentation, while at the ends between segments 
there are palmettes. On top of the base are three lion-paws 
broken off at the ankles, and between them a circular support 
with concave fluted sides. The upper edge of this has been 
restored to receive a fragment of an ancient shaft of a can- 
delabrum with laurel leaf decoration. On the lion-paws 
lightly incised lines represent fur. Work of the first or second 
centuries A. D. 

Acquired in 1917 from the Hope Collection for the sum of 
16 gns. (£16. 16s.). The illustration in Hope Marbles (Fig. 33) 
reveals that this tripod base once supported a tazza decorated 
internally with a head of Medusa, the whole ensemble stand- 
ing in the centre of Thomas Hope's Theatre of Arts at Deep- 
dene. During the nineteenth century the bowl became sepa- 
rated from the support, and the two items were sold sepa- 
rately at Christie's sale. See below, Hope Sculptures, no. 79 
(for this base), and no. 99 (for the tazza). 
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12. Lion-Headed Table Support LLAG 8 
Pl. 19, 3-4 


Н. as restored 1.186 m.; Н. of ancient part 0.783 m. 
Marble: white, medium-crystalled. 

Restored: table-support above lion-head, wing of acanthus 
on right (seen from front), volute of acanthus behind neck, tip 
of stifle of leg, quadrangular base. The paw has been broken 
and repaired, with some restoration to the plinth. 

Lit.: Christie's Catalogue, ; November 1919, lot 42; Tatlock 
175, X. 3732; Vermeule, AJA 63 (1959) 343 no. 18. 


Good quality work of the late Flavian period, dating to 
shortly before тоо A. D., comparable in style with the fine 
pair of lions attacking bulls in Castle Howard.’ Table 
supports of this type have recently been studied by Ver- 
meule.? This support was restored as а wall-table с. 1650, at 
which time LLAG 9 (X. 3731) may have been made as a pair. 

Acquired in 1919 from the Collection of the Duke of 


Hamilton.’ 


' Н. Oehler, Foto + Skulptur (1980) nos. 14-15 pls. 70-71. 

* C. Vermeule, ‘Bench and Table Supports: Roman Egypt and Bey- 
ond’ in Studies in Ancient Egypt, The Aegean, and The Sudan 
(Essays in honor of Dows Dunham on the occasion of his goth 
birthday, June ı, 1980, Museum of Fine Arts, Boston, 1981) 
180-192. 

For the Duke of Hamilton’s Collection, see Vermeule, AJA 59 


(1955) 135-6. 


~ 


Altar 


13. Grave Altar to Pedana LLAG 12 


Pls. 20-21 


Н. as restored 0.915 т.; Н. of antique portion 0.705 m.; W. 
as restored 0.56m; W. of antique portion 0.46m.; D. as 
restored 0.48 m.; D. of antique portion 0.42 m. 

Marble: white, of fine, even crystal, probably Greek. 
Restored: base, top, parts of frame around inscription. The 
surface of the relief sculptures has been considerably recut. 
Details known to have disappeared include three garlands 
suspended above the couch in the funeral-banquet scene, the 
high hairstyle of the female, and cakes from the table. 

Lit.: CIL VI, 17050; F. Bücheler, Carmina Latina Epi- 
graphica II (1897) no. 1301; W. Altmann, Die römischen 
Grabaltäre der Kaiserzeit (1905) 118 по. 113; С. Huelsen, 
Römische Antikengärten (1917) 16 по. зо (h); Christie's 
Catalogue (Naylor Collection), 2-12 August 1875, lot 603 
(?); Christie’s Catalogue (Capel-Cure Collection), 4-5 May 
1905, lot 205; Tatlock 171, Н. 278; Vermeule, АЈА 63 (1959) 
343 no. 12; С. В. Waywell, AJA 86 (1982) 238-42 pls. 36-37. 


On the front is a framed panel containing an inscription. 
Above this is a funeral-banquet scene carved in relief, in 
which a young man wearing tunic and cloak reclines on ап 
upholstered couch with a cushion behind him, and rests his 


right arm on the shoulder of a young woman who sits facing 
him on the edge of the couch by his feet. She too wears tunic 
and cloak. They are partaking of a funerary meal from a three- 
legged table with cloven-hoofed feet which is placed before 
the couch. The couch has high ends and low, turned legs, and 
is decorated with a rosette on the right-hand corner of the 
frame. From the inscription it seems that the male figure is 
Donatus, dedicator of the altar, the female Pedana, his 
recently deceased wife. A rope-like object around the left arm 
of the man may be intended as an unravelled garland. 

On each side of the altar is a panel containing a laurel tree 
whose leaves and branches are carved. Each tree has four 
lateral branches on which birds perch. There are three birds 
on the left-hand side, one on the right-hand side, their heads 
turned inwards towards the stem of the tree. Flanking each 
tree are two swans which stand with downturned heads and 
spread wings. 

At the front corners are elaborate candelabra with flaming 
vase tops, supported on eagles with spread wings. These in 
turn stand on vases supported by altars which are decorated 
with rams' heads, jugs and paterae, and rest on lion-feet. The 
back of the altar is plain. 

The inscription is in the form of a funerary epigram, whose 
four elegiac couplets are carved in fourteen lines as follows: 


INGRATAE · VENAERI 
SPONDEBAM · MVNERA 
SVPPLEX > ЕКЕРТА COTES 
VIRGINITATE · TIBI PERSEPHO 
NE - VOTIS INVIDIT PALLIDA NOS 
TRIS ET PRAEMATVRO FVNAE 
КЕ · TE RAPVIT · SVPPREMVM 
VERSVS · MVNVS DONATVS 

ET- ARAM- ET GRATAM SCAL 
PSIT - РОСТА REDANA 

CHELYN ME NVNC TORQVET 
AMOR TIBI - TRISTIS СУКА 
RECESSIT · LETIHAEOQVE 

IACES - CONDITA SARCOPHAGO 


Ingratae Ven(e)ri spondebam munera supplex, 
erepta, colux, virginitate tibi. 
Persephone votis invidit pallida nostris 
et praematuro fun(e)re te rapuit. 
Su(p)remum versus munus Donatus et aram 
et gratam scalpsit, docta Pedana, chelyn. 
Me nunc torquet amor, tibi tristis cura recessit, 
Le(t)haeoque iaces condita sarcophago. 


To ungrateful Venus I was making offerings as а suppliant, 
after you had lost your virginity, wife. Pale Persephone 
envied our prayers and snatched you away in an untimely 
death. Donatus carved a last offering of a verse, an altar and a 
pleasing lyre, learned Pedana. Now love tortures me, but for 
you sad care has departed, and you lie buried ina sarcophagus 
of forgetfulness. 


The iconography and style of the relief carving of this altar 
suggest a date in the middle of the first century A. D., or 
possibly early in the Flavian period. The use of the word 
‘sarcophagus’ in the inscription may, however, imply a date 


іп the early second century for that. If 50, the inscription. 


salah at present survives may represent a reuse of an earlier 
altar.’ 

| This altar, which was acquired by Lever from the Collec- 
tion of Francis Capel-Cure in May 1905, had an earlier distin- 
guished history which had by then been almost forgotten. It 
was already displayed in the church of S. Maria Maggiore in 
Rome when the inscriptions there were recorded by Cyriac of 
Ancona in either 1424 or 1432-3. It was later acquired by 
Cardinal Paolo Emilio Cesi c. 1520 for the collection in his 
newly-built palace in Rome, and there it remained on view 
until the middle of the eighteenth century. During the six- 
teenth century a number of drawings were made of it, before 
recutting, by Pighius, Ligorio, Boissard, Dosio апа 
Symeoni. The latest reference to it at Rome is by Galletti c. 
1740. The Cesi Collection was finally dispersed on the 
Roman art market sometime between 1758 und 1769, and we 
may suppose that it was after this that the surface of the relief 
sculptures was disastrously recut, and the restored base and 
top added. Who was responsible for this is not known. The 
altar reappears again in England in the possession of Richard 
Naylor, whose collection at Hooton Hall in Cheshire was 
formed c. 1850 and sold in 1875. It was bought from the 
Naylor Collection by Francis Capel-Cure, from whom it 
passed thirty years later (о W. Н. Lever.’ 


* For a detailed discussion of the inscription, see Way well, loc. cit. 

* See Waywell, loc. cit. for a more detailed account of this history. 
The following additional references to the altar at Rome have been 
kindly supplied by H. Wrede: Cod. Vat. lat. 3439 fol 103 recto 
“Cesis”; Cod. Vat. lat. 3439 fol 104 recto 2a “іп domo caesia”. 


Cinerary Urns and Vases 


r4. Rectangular Cinerarium LLAG 7 
Pl. 22 Fig. 31 


Н. excluding modern lid. 0.403 m.; W. 0.62 m.; Н. of anti- 
que part at front right corner 0.297 m. Internal dimension: H. 
inside front 0.232 m. 

Marble: white, fine-crystalled. 

Restored: gabled lid, base with feet at corners, left-hand half 
of ash-chest with left inscription panel, floral panel on right- 
hand end of antique part of ash-chest, repairs to lower margin 
and column on right. The restored left-hand part of the ash- 
chest is joined to the antique right-hand portion by iron 
clamps on top. Its relief decoration has been carefully carved 
to match that on the right, but that it is not ancient is sug- 
gested by the absence of clamp-holes to secure the lid on the 
left-hand end, by a different technique of drilling on the 
garland and birds, and by a somewhat harder execution, for 
example on the architrave, column base and lower margin. 
Also the left-hand garland lacks the precision and symmetry 
in arrangement of that on the right. l l 
Lit.: CIL VI, 5, 3582*; Hope Marbles pl. (29); Michaelis 284 
по. то; Christie’s Catalogue, 23—24 July 1917, lot 192 pl. 6; 
Tatlock 173, X. 2159. 
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The only ancient carving is the right-hand half of the front 
and the corner column, although there is no doubt from what 
survives that this was originally a double urn. The column on 
the right corner has spiral fluting and Ionic capital and base.’ 
In the centre is a baluster, also spirally fluted, on which stands 
a swan with spread wings. Suspended between the baluster 
and the corner column is a garland of fruit and berries, 
roughly carved with much use of the drill. In the lunette 
between the garland and the inscription panel is a stylised 
birds’ nest in which four small birds peck at the same object, 
either a berry or ап insect.” Below, іп the spandrels, two 
larger birds peck at the fruit in the garland. Traces of a second 
similar garland survive to the left of the central baluster. 

The back of the cinerarium has been dressed with the claw 
chisel. The inside, which is rectangular, was finished with the 
point. 

Neither inscription is ancient. That on the restored left- 
hand panel reads: D М | М МУТОМГУ$ | CELER | VIXIF 
(sic) ANN | XXXXII M III. “To the gods and shades of M. 
Nutonius Celer. He lived 42 years and 3 months.” 

That on the ancient right-hand panel reads: D M | IVLIA 
SECVNDA | FEC(IT) L AVILLANT | COND(ITORI) 
GR(EGIS) NIGRAE Сом DIGNISSI(MO). “То 
the 204$ and shades. Julia Secunda made this for L. АуШап- 
t(ius?), organizer of the black faction, her most deserving 
husband.” This inscription is borrowed with changes from a 
cippus in the Museo Capitolino, Rome; whose authentic 
inscription reads: D M | CLAUDIA HELICE | FEC(IT) L 
AVILL(IOJDIONYSIO | COND(ITORI) GR(EGIS) 
RUSSATAE | CONIVG(I) DIGNISSI(MO). *To the gods 
and shades. Claudia Helice made this for L. Avillius Diony- 
sius, organizer of the red faction, her most deserving hus- 
band." The names of dedicator and recipient have been 
changed, and the red circus faction has become an improbable 
black. 

The style of the relief carving suggests an early Flavian date, 
c. 70-80 А. D., for the antique part of this urn.* The extensive 
restorations were carried out in the eighteenth century. 

Acquired in 1917 from the Hope Collection for the sum of 
140 gns. (£147). Provenance unknown. See below, Hope 
Sculptures, no. 8o. 


' For spiral columns with Ionic capitals, compare A. Sadurska, 
Inscriptions Latines et Monuments Funéraires Romains au Musée 
de Versovie (1953) 38 по. 6 pl. 11; С. de Luca, 1 Monumenti Antichi 
di Palazzo Corsini т Roma (1976) 119 no. 64 pl. тот. 

* For comparable birds’ nests, see О. Benndorf — К. Schöne, Die 
antiken Bildwerke des Lateranischen Museums (1867) 184 no. 288 
(now Vatican, Mus. Greg. Prof.); Matz-Duhn III (1891) 201 no. 
3947 (Pal. Massimo alle Colonne); К. Calza (ed.), Antichita di Villa 
Doria Pamphilj (1977) 128 no. 151 pl. тоо (P. Pensabene). 

з CIL VI, 10069; Stuart Jones, Capitolino p. 127 no. 53a pl. 32. 

* For the relief style of this urn, compare Smith College Museum of 
Art, Catalogue (1937) 37 fig. on p. 112; and the double urn, H. 
Stuart Jones, The Sculptures of the Palazzo dei Conservatori (1926) 


96 no. 17a pl. 33. 
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15. Rectangular Стегапит LLAG то 
Е 3 


Н. overall 0.27m.; Н. excluding restored base and lid 
c.20m.; W. excluding base and lid 0.375 m.; D. 0.26 m. Th. 
of wall of urn 0.045 m.; internal depth o.17 m. 

Marble: white, medium-crystalled. 

Restored: gabled lid, base, upper corners at front, part of 
upper frame of inscription panel. 

Lit.: CIL VI, 24507; Christie's Catalogue, 6 July 1915, lot 
48; Tatlock 172, X. 404; Vermeule, AJA 63 (1959) 343 no. 16. 


On the front the inscription panel is flanked by dolphins, set 
nose-downwards, their bodies curving around pilasters 
placed at the corners. Beneath their noses water is rep- 
resented. Suspended from their tails and passing below the 
inscription panel is a garland on which two birds perch. 

On each end are incised crossed lines, tied in a bow, as if 
string. The back has been dressed with the claw chisel, while 
the interior has been finished with long strokes of the point. 

The inscription reads: D: POMPEIVS |SECVUNDVS: F| 
VIX - ANN - XXX - II | М · VII. “D. Pompeius Secundus, 
son, lived thirty two years, seven months.” 

Work of the late first or early second centuries A. D. An 
urn in the Vatican, which has the same corner motifs and a 
similarly rendered garland (flat-lying, with heavy drill- 
work), may be a product of the same workshop.’ 

Acquired in 1915 from the Collection of C. T. D. Crews. 
The sum of £9. 8. o was paid to David Isaacs 14th July 1915 
for this cinerarium together with the next, no. 16 (LLAG 6). 


' Gall. Lapid. Inv. 9181: Amelung, Vat. Kat. I 522 no. 322 B pl. 54. 
Compare also two unpublished urns: Vatican, Mus. Greg. Prof. 
Inv. 10549; and Paris, Louvre, Rés. épigr. MA 1511 = CIL VI, 
21477. 


16. Rectangular Cinerarium LLAG 6 
Piss 23, 2; 24, 2 


Dimensions as restored: Н. 0.305 m.; w. 0.405 m.; D. 
0.29. Dimensions of ancient part: Н. o.204m.; W. 
0.363 m.; D. o.274 m. 

Marble: white, fine-crystalled. 

Restored: flat lid and base. The front has been worked over, 
and the reliefs on the ends are modern in both design and 
execution. There is no parallel for the cut-off garland, and the 
cross-tying in the centre corresponds with the decoration of 
the ais base. Probably the ends were originally undeco- 
rated. 

Lit.: Gudii Inscriptiones Antiquae (collectae nuper a Ioanne 
Koolio, 1731) 263, 9; CIL VI, 11716; Christie's Catalogue, 6 
July 1915, lot 49; Tatlock 172, X. 405; Vermeule, АЈА 63 
(1959) 343 по. 17. 


Тһе inscription panel on the front is flanked by small balus- 
ters atthe corners, decorated with acanthus leaves, on top of 
which rest large female tragic masks.’ From the tresses of 
these is suspended a garland of fruits, leaves and berries, with 


a pomegranate in the centre. Two birds perch on the garland, 
and there are two more in the angles beneath, looking up at 
the masks. 

The inscription on the front reads: О. М. ЕТ. 
MEMORIAE | · ANNI : ЕРІБОМЦЕЕСІТ- ANNIA : 
EVROPE|COIVGI BENE : MERENTI. “То the gods and 
shades, and to the memory of M. Annius Epigonus, Annia 
Europe made this for her well-deserving husband." 

Work probably of the late first century A.D. 

Acquired in 1915 from the Collection of C. T. D. Crews, 
together with no. 15 above (LLAG ro). This cinerarium was 
recorded at Rome in the seventeenth century by Gudius, in 
the palace of Camillo di Massimi on the Esquiline. 


' For the composition of the corners, compare an urn in Naples 
where balusters support heads of Attis: Museo Nazionale, Inv. 
4189; CIL X, 2917. 


17. Semi-Circular Cinerarium LLAG 11 
Pls. 24, 1; 25 а О 


Dimensions as restored: H. 0.527m.; У. 0.498 т.; D 
о.452 т. Dimensions of antique part: Н. 0.214m.; W. 
0.34 m.; D. 0.288 m. Internal dimensions: Н. 0.195 m.; D. 
0.225 m. 

Marble: white, fine-crystalled. 

Restored: base and feet, lid, and the floral panel on the 
semicircular back. There are traces of overworking on the 
front, for example on the feathers of the birds. 

Lit.: СП. XI, 1812; Pecci, c. 262 v, n. 42; С. B. Piranesi, Vast, 
Candelabri, Cippi, Sarcophagi, Tripodi (1778) I pl. 6 A; 
Christie's Catalogue, 7 April 1801, lot 70; Hope, Household 
Furniture pl. 1; Hope Marbles pl. (29); Christie’s Catalogue, 
23-24 July 1917, lot 195 pl. 5; Tatlock 172, X. 2161; Ver- 
теше, А/А 63 (1959) 343 no. 14; М. Cristofani (Ed.), Siena, 
Le Origini, Testimonianze е Miti Archeologici (1979) 174 no. 
141 h. 


The cinerarium has а flat front and a curving back that forms 
an elongated semi-circle. It has been placed on a highly ornate 
restored base decorated with cornucopiae, tendrils and 
flowers. 

On the front of the cinerarium proper there is an inscrip- 
tion panel framed by а garland of leaves and berries that hangs 
from the tresses of two Harpies, who stand, one at each front 
corner, on rams’ heads. On the garland two inward-facing 
birds peck berries, below it two larger outward-facing birds 
peck at the ends of ribbons which attach it to the Harpies. On 
the curving back the restored ornamental panel is richly 
carved with a central acanthus and palmette motif, from 
which tendrils spiral out and enscroll four acanthus flowers. 

The restored lid is decorated at the front corners with 
reclining Egyptian sphinxes, the heads and paws of which 
show further ‘restoration’. 

The inscription reads: DIS - MANIB · C: PERPERNAE | 
C-F-SER-GEMINO: C: PERPER | AGATHOPVS · ЕТ. 
SATVRNINA |ЕТ · ЕОКТУМАТА · H|LIB- FEC: У A- 
LXVIII = Dis Manib(us) С(аю) Perpernae | С(ай) f(ilio) 
Ser(gia tribu) Gemino C(aius) Perper(na) | Agathopus et 


Saturnina | ес Fortunata h(eredes) | lib(erti) fec(erunt), v(ixi 
a(nnos) LXVIII. “To the gods i е of С. и 
Geminus, son of Caius, of the Sergian tribe, C. Perperna 
Agathopus and Saturnina and Fortunata, freedman and 
-women and heirs, made this. He lived sixty eight years.” 

There is a stilted I in line one, and two stilted T's in line 
three. The AE at the end of line one is ligatured. The name 
Perperna is found at Volterra, but the reference to the tribus 
Sergia suggests a Roman origin for the urn. 

Semi-circular urns are found from the Neronian period 
onwards, and are common around тоо A. D. This example is 
probably Flavian, c. 70-100 А. D. Similar Harpies are to be 
seen on an urn in the Museo Nuovo Capitolino, Rome,' and 
parallels for the style of the garland (large, regular fruit with 
leaves in between, fine bridges left by the drilling) are to be 
found on urns in Paris and Sardinia.” 

Acquired in 1917 from the Hope Collection for the sum of 
230 gns. (£241. 105.). The urn was found in tombs in Siena in 
the early eighteenth century, and is first recorded in the 
Collection of Adriano Sani by Pecci in 1730/31. His drawing 
(reproduced by Cristofani), which pre-dates the restoration 
of the urn, shows it with a rectangular shape, but this is likely 
to be an error, as the present semi-circular interior shows no 
signs of such extensive recutting. Piranesi illustrates the urn in 
its newly restored state, confirms Siena as the provenance, 
and names Cavaceppi as the restorer. Probably Cavaceppi 
sold it to the Earl of Bessborough, from whose Collection 
Thomas Hope purchased it in 1801 for the sum of £63.* See 
below, Hope Sculptures, no. 85. 


* К. Schauenburg, ДА 1969 108—112 Figs. 1-3. 

* Paris, Louvre, Rés, épigr. MA 1543 — CIL VI 12527 (unpub- 
lished). Sardinia: E. Equini-Schneider, Catalogo delle Sculture 
Romane del Museo Naz. “С. A. Sanna” di Sassari e del Comune di 
Porto Torres (1979) 42 no. 35 pl. 34, 1. 2. 

He says of it on pl. 6 A: *A. B. Due Urne cinerarie antiche di 
marmo adornate con finissimi intagli ed arabeschi. Esse furono 
trovate ne' sepolcri antichi di Siena. Furono queste Urne comprate 
dal Cavalier Cavaceppi Scultore, e trasportate in Roma, ed oggidi 
sono in Inghilterra." The other urn in this engraving was lot 71 in 
the Bessborough sale, and is now in the Soane Museum: C. C. 
Vermeule, А Catalogue of tbe Classical Antiquities in Sir Jobn 
Soane's Museum, London (1953, unpublished), no. 323; idem, 
Archaeology 6 (1953) figs. on pp. 71, 73. 

It may have passed from Cavaceppi to Bessborough via the Lyde 
Browne Collection, from which according to О. Neverov, АЈА 88 
(1984) 39, “the Earl of Bessborough obtained a large number of 
urns, gravestones, and vases." 


~ 


ES 


18. Circular Cinerarium LLAG 15 
РІ. 26. Fig. 30 


Dimensions as restored: Н. 0.522 m.; Diam. 0.40 m. Dimen- 
sions of antique front: Н. 0.297 m.; D. internally 0.25 m. 
Marble: white, large-crystalled at front; white, finer-crystal- 
led at back. 

Restored: Base, lid, and the whole of the rear part of the urn. 
The inside of the rear part has been dressed with the claw 
chisel in precisely the same fashion as the underside of the 
restored lid. The front has been worked over and in some 
places recut, and some decorative detail has been added, 
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including the foliage on either side of the Erotes, the tendrils 
on the frame of the inscription panel, and the ornament on the 
lower margin below the flying Eros. 

Lit.: CIL VI, 24642; Hope Marbles pl. (29); Michaelis 284 
No. ті (2); Christie's Catalogue, 23-24 July 1917, lot 194 pl. 
5; Tatlock 172, X. 2160; Vermeule, AJA 63 (1959) 343 No. 15. 


The only antique part of this urn is the front. Here the 
inscription panel is flanked by two Erotes who stand on 
rocky outcrops brandishing torches, while beneath it flies a 
third Eros holding a garland in its outstretched arms. 

The back, which is restored, is carved in a very different 
style, with a large garland suspended from two bucrania. 
Within its field is an eagle with spread wings seen from the 
front, and a patera with central flower, seen from above. 
Beneath the garland are four birds in varied poses. The rich 
vegetable ornament beneath the bucrania has been extended 
on to the front part, where the relief ground has been 
deepened by the restorer. 

The inscription, which is now rather faint, reads: DM | L: 
POMPONI | SATVRNINI | L · CORNELIVS | 
NVNDINALIS | AMICO : B - MI. “To the gods and shades 
of Lucius Pomponius Saturninus, Lucius Cornelius Nun- 
dinalis (made this) for his well-deserving friend." 

This inscription was recorded by Johannes Baptista Doni 
(1594-1647) on а stone urn then in the Barberini Collection 
(CIL, loc. cit.). Probably this is the urn he saw, as subse- 
quently re-restored in the eighteenth century. The strong, 
striding poses of the Erotes on the antique front part suggest a 
middle-late Antonine date for this, c. 175-200 A.D. 

Acquired in 1917 from the Hope Collection for 230 gns. 
(£241. 10s.). It is not known where Thomas Hope obtained 
it. The engraving in Hope Marbles, pl. (29), shows that the 
small head of Asclepius, LLAG r, no. 6 above, was once 
mounted on top of the lid. See below, Hope Sculptures, No. 
82. 


г For Erotes holding torches, compare: V. Bracco, Le Urne Romane 
della Costa d'Amalfi (1977) 52 no. 3 figs. 3. 4 (Amalfi, S. Maria del 
Carmine); and 74 no. 42 fig. 48 (Scala, S. Catarina); H. Dütschke, 
Antike Bildwerke іп Oberitalien П (1875) 230 по. 492 (Florence, 
Mus. Arch.). 

For rocky bases, compare: О. Benndorf - К. Schöne, Die antiken 
Bildwerke des Lateranischen Museums (1867) 97 no. 165 (late 
Hadrianic or early Antonine); M. Schmidt, Der Basler Medeasar- 
kophag 34 pls. 30. 31 (Ostia Museum, middle-Antonine). 

For Eros beneath the inscription panel, compare: R. Ricard, Mar- 
bres antiques du Musée du Prado (1923) 104 no. 173 pl. 66. 


19. Сіпегату Vase LLAG4 PIE; ТӨНЕ 32 


Н. o.40 m.; External Diam. 0.32 m. 

Marble: white, fine-crystalled. 

Restored: patches on bowl, shoulder and rim; the lid (tem- 
porarily lost), and perhaps also the foot. The whole vase has 
been put together from several broken fragments. Tops of 
handles missing. = 
Lit.: Fosbrooke pl. 11; Hope Marbles pl. 3; Christie’s 
Catalogue, 23-24 July 1917, lot 207 pl. 7; Tatlock 173, X. 
2163. 
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The foot, which may be restored, is decorated with a garland 
and spiral fluting, the lower bowl with bead and l leaf 
ornamentation. The main frieze on the bowl has a delicate 
floral decoration with two long interweaving tendrils which 
produce four oval segments. Above the points of intersection 
are bucrania, below are lilies. Within the segments are pal- 
mettes and rosettes. On the shoulder a series of heart-shaped 
tendrils enscrolls rosettes. Around the rim is a tongued deco- 
ration. Work perhaps of the first century A.D. 

Acquired in 1917 from the Hope Collection for the sum of 
бо gns. (£63). Original provenance not known. See below 


Hope Sculptures, по. 90. 


Sculptures of Doubtful Antiquity 


LLAG 3 Pl. 27, 2-4 


20. Cinerary Vase 
Н. overall o.419 m.; Н. without lid о.зот.; max. diam. 
0.24 т. 

Marble: white, of dull appearance. 

Restored: apparently very little, although the vase has been 
repaired from several broken fragments. 

Lit.: Christie’s Catalogue, 23-24 July 1917, lot 201; Tatlock 
173, Х. 2162; Vermeule, АЈА 63 (1959) 343 по. 15. 


The foot is decorated with a garland and fluting, the lower 
bowl with leaf ornamentation. The main frieze has four large 
bucrania, two on each side, linked by garlands, each with five 
clusters of berries, tied to the ox-horns by long billowing 
ribbons. Each bucranion has a decorative chain of three flow- 
ers on its forehead, in most unusual fashion. Within the four 
fields formed by the garlands are objects of ritual: a curving 
lituus on one side, a cloven-hoofed aspergillum on the other, 
a jug beneath one handle, and а patera beneath the other. Each 
handle takes the form of a pair of poppies. The upper part of 
the bowl has ribbed decoration. 

The lid, which is in the same style as the rest, has a flower 
bud asa knob, and is decorated with four large leaves and four 
opened flowers. There is some use of the drill here and on the 
handles, much less on the bow! of the vase. The inside of the 
vase has been finished with the point, the inside of the lid with 
the claw chisel. 

It is most unlikely that this vase is ancient. The frieze seems 
ill laid out, the details are finicky and dull, and the execution 
mediocre. Most probably it is of eighteenth century work- 
manship. There is a very similar vase at Newby Hall.' 

Acquired in 1917 from the Hope Collection for 175 gns. 
(£183. 15). Original provenance not known. See below, 
Hope Sculptures, no. 88. 


* Н. Oehler, Foto + Skulptur (1980) р. 78 no. 78 pl. 766. 


21. Lotus Vase LLAG 36 PI. 30,2. 4. Fig. 36 


Overall H. including plinth 0.348m.; H. excluding plinth 
0.305 m.; Diam. at top 0.265 m. 

Marble: white, medium-crystalled, perhaps Greek. 
Restored: plinth and roots. 

Lit.: Hope, Household Furniture pls. 2. 20, 1; Hope Marbles 
pl. (30); Christie’s Catalogue, 2 3-24 July 1917, lot 208 item 2; 
Vermeule, AJA 63 (1959) 343 по. 19. 


The bowl of the vase is carved in the form of a lotus flower, 
while the foot has roots spreading out over spongy moss. A 
spray of leaves covers the transition. 

There is no doubt that the foot is of eighteenth century 
Italian workmanship, and it is extremely probable that the 
lotus flower is also. 

Acquired from the Hope Collection in 1917 for тоо gns. 
(£105), together with a tazza (see below, appendix to Lever 
Sculptures). Thomas Hope was particularly keen on the lotus 
emblem which for him symbolised Egypt.‘ See below, Hope 
Sculptures, по. тот. 


' The Age of Neo-classicism, Exhibition catalogue, Royal Academy 
and Victoria & Albert Museum London, 9 September — 19 
November 1972, pp. 775-9 esp. по. 1652. 


22. Decorative Panel in Restored Pedestal 


LLAG 21 Pl. 30, 1. 3 
Н. of panel 0.87m.; W. including restored frame 0.39 m. 
Limestone, probably Travertine stone. 

Lit.: Christie’s Catalogue, 28 June 1893, lot 143 with pl.; 
Tatlock 175, H. 564. 


The panel, which is broken above and below, is carved in 
relief with a richly enscrolled baluster. At the base in a 
shallow bow] are antithetically placed hybrid creatures with 
dragon heads, birds’ feet, wings and fishes tails. Between 
them rises up the plain baluster shaft, mushrooming out into a 
platform on which rests a frontal human face, as of a vegeta- 
tion spirit. From his chin in place of a beard grow acanthus 
leaves and tendrils, which coil up each side of the panel 
bursting out into enscrolled flowers. In place of ears and hair 
the head has leaves. From the top of his head the shaft 
continues to the upper break, where it is restored with a 
flaming top. Suspended across the upper part of the shaft is a 
garland, tied up with fillets which are also wrapped around it. 
A bird is perched on each side beneath the garland. 
Although previously catalogued as antique, this panel is 
likely to be of sixteenth century workmanship from Rome. 
Acquired in 1893 from the Collection of Lord Revelstoke. 


23. Statue of a Nubian Athlete 


LLAG 201 Pls. 28; 29, 2 
Overall Н. 1.776m.; Н. of head from chin to hairline 
0.235 m.; H. of plinth, 0.109 m. 

Marble: negro antico. 


Кезгогед: both arms from just below the shoulders including 
the boxing-gloves or caestus; both feet, plinth and most of 
herm-support beside right leg (a central part of the support 
near the right thigh may be ‘antique’). Head broken from 
body at base of neck and join repaired; further repairs to torso 
and legs. Head itself entirely undamaged and unrestored, 
except perhaps for the eyes which are white with black irises 
and copper-red pupils. The restorations have been carried out 
ш negro antico marble of a slightly lighter colour. 

Lit.: С. А. Guattani, Monumenti Antichi Inediti, January 
1788, pp. 1-Ш pl. т; Clarac, У. pl. 856 no. 2182; В. Hertz, 
Catalogue of the Collection of Assyrian, Babylonian etc. Anti- 
quities formed by B. Hertz (1851) 152 no. 1, frontispiece; B. 
Hertz, Catalogue of the Collection of Assyrian, Babylonian 
etc. Antiquities formed by B. Hertz now in the possession of 
Joseph Mayer (1857) 152 no. 1; Knight, Frank and Rutley’s 
Catalogue, 11-14 June 1923, lot 410; Tatlock 167, Х. 4730; 
Morris 126. 


Guattani, who first published this statue, suggested that the 
herm of Heracles beside the right leg was a reference to the 
Olympic Games founded by this hero, and he interpreted the 
statue as a lifesize Greek portrait of an African boxer who had 
won three times at Olympia, citing Pliny, NH 34. 4, as his 
authority for the setting up of such realistic statues. 

There must be considerable doubt, however, as to whether 
any part of this statue is ancient. The verdict depends on the 
interpretation of the head which, although broken from the 
torso, is carved from the same marble and in the same style as 
it, and must be considered to belong. With its impassioned 
expression and its realistic, woolly hair, this is of an ethnic 
type which is undoubtedly found in Greco-Roman art from 
the Hellenistic period onwards;' but the harsh and dull carv- 
ing of the facial features and the locks of hair does not look 
ancient, and the contrast between the fully preserved head 
and the severely shattered body and limbs also arouses suspi- 
cion. Most probably the statue is a creation of the eighteenth 
century. 

A Negro head in the Museo Nazionale, Rome,’ usually 
considered female and of Hadrianic date, comes very close to 
the head of the Lady Lever statue, particularly in profile, and 
may even have served as the model. There is the same mass of 
hair at the back, and the style of the locks at the side and above 
the ear is very similar. That the head in Rome existed before 
the time of the Lady Lever statue is shown by a good copy of 
it in Farnborough Hall, Warwickshire, datable to с. 1740? 
The style of this copy comes very close indeed to the head of 
the Lady Lever statue. 

Facially the head of the Port Sunlight statue differs from the 
head in Rome, being more masculine and alert, and is perhaps 
influenced by Hellenistic ruler portraits, such as the head 
thought to be of Demetrios Poliorcetes in Naples. — 

Spiral locks are often found on heads of Indians on Diony- 
зас sarcophagi.’ 

Guattani tells us that this was one of the statues acquired by 
Thomas Jenkins from the Villa Negroni,“ and that by January 
1788 it had been sold by him to the “Conte di Fries” and 
removed to Vienna. This was Josef von Fries (1765-88), а 
friend of Goethe, who was buying works of art in Italy in the 
period 1785-87. After Josef von Fries’ death, the statue 
presumably passed to his brother Moritz. It seems to have 
come to England when the Fries family went bankrupt in the 
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1820’s, being acquired by B. Hertz. In 1857 it was sold to 
Joseph Mayer, one of the founders of the Liverpool 
Museums, and was later in the possession of Sir Edward 
Naylor Leyland, from whom it was acquired by Lever in 
1923 (bought M. Harris and Sons £997.10.0 for Lever 
£1,047.7.6). 


' Compare particularly the portrait head of a Nubian in the Brook- 
lyn Museum, New York: B. V. Bothmer, Apollo 93 (1971) 126 ff.; 
D. Kiang, Archaeology 25 (1972) 4-7; id., The Image of the Black 
in Western Art (1976) 194, 197-199 figs. 251-2; A. Adriani, AM 93 
(1978) 119-131; C. C. Vermeule, Greek and Roman Sculpture in 
America (1981) colorplate 12, p. 144 no. 113. 

* Inv. 49596 = INR 74.1420, 74.1421. Profile view illustrated in 
Е.М, Snowden Jr., Blacks in Antiquity, Ethiopians in the Greco- 
Roman Experience (1970) 96 no. 72. 

? Unpublished. FA Neg. 2040/6.7. 

+ Naples, Museo Nazionale, inv. 6149, from Herculaneum. С. М. 
A. Richter, The Portraits of the Greeks (1965) Ш 256 figs. 1741-2. 

5 See especially Е. Matz, Die Dionysischen Sarkophage, Part 2 (1968) 
no. 99 (Cliveden) pls. 124. 125, 1; and no. 100 (Woburn Abbey) 
pls. 126. 132. 

6 In 1786, cf. Michaelis 79. 

7 Е. Lugt, Les Marques de Collections (1921) I 535; A. von Fries, Die 
Grafen von Fries (1903) 72-74; Goethe, Italienische Reise 
1786-1788 іп Poetische Werke, vol. 14 (Autobiographische Schrif- 
ten vol. 2), Berliner Ausgabe (1961) 553. 556. 577. 


Modern Copies of Roman 
Imperial Portrait Busts 


The following six busts are copies or variants of Imperial 
portrait busts in Rome, mostly in the Museo Capitolino, 
made during the seventeenth or eighteenth centuries. 


24. Bustof Hadrian LLAG тб ШИР т 
Н. including foot, 0.87 m.; Н. chin to crown, 0.24 m. 

Head of white marble, on bust with yellow marble armour 
and red porphyry cloak, inlaid with verde antico marble. 
Lit.: Tatlock 163, X. 4247; Morris 124. 


A free baroque rendering of a type of Hadrian represented by 
the portrait in the Vatican, Sala dei Busti, 283." Work prob- 
ably of c. 1650. 


* Amelung, Vat. Kat. II 482 no. 283 pl. 64; Wegner, Hadrian 110 pls. 
27-28 а; Helbig‘ I no. 151; Fittschen, Erbach 72; Raeder 105 по. I 
123. This bust came from Hadrian's Villa, but was not found until 
1769, far too late to have provided the actual model for the Lady 
Lever bust. 


25. Bust of Caligula LLAG 160  2PL;r2 
Н. including foot, 0.72 m.; Н. chin to crown, 0.25 m. 
Marble: white marble for head, brown-veined marble for 
bust. | 

Lit.: Tatlock 164, X. 4183; Morris 124. 
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A close copy of the green basalt bust of Caligula in the Museo 
Capitolino, Rome, which is itself considered to be a Renaiss- 
ance copy.' Here a medusa head has been added to the 
cuirass. Other modern replicas of the Capitoline bust are to 
be found in Florence, Paris and Berlin.” In the Museo 
Capitolino there is also an ancient marble head of Caligula of 


the same type. Work of c. 1700. 


' Museo Capitolino, Stanza degli Imperatori. Stuart Jones, 
Capitolino p. 190 no. 11 pl. 48; Helbig? I p. 452 no. 11. 

2 Listed by Bernoulli, Rom. Ikon. II. 1 (1886) 306-9 Nos. 11, 17, 22. 

3 Galleria no. 33. Stuart Jones, Capitolino p. 199 no. 33 pl. 36; 
Fittschen-Zanker I (1985) no. 21. 


26. Bust of Hadrian LLAG 159 Pl.31.3 
Н. including foot, 0.70 m.; Н. chin to crown, 0.255 m. 
Marble: white marble for head, yellowish marble with dark- 
green veins for bust. 

Lit.: Tatlock 164, X. 4184; Morris 124. 


The head copies a much restored and overworked bust of 
Hadrian in the Museo Capitolino, Rome, reported to have 
been found in Hadrian's УШа.' The blank eyes of the Lady 
Lever bust probably reflect the retouching of the Capitoline 
bust. The treatment of the bust here is similar to that of the 
Caligula, no. 25, with which this bust was made as a pair, but 
it lacks the Medusa head, and the shoulder straps of the 
cuirass are fastened by lion-head clasps. Work of c. 1700. 


= Museo Capitolino, formerly Stanze Terrene a Dritta, no. 12. Stuart 
Jones, Capitolino р. 67 no. 12 pl. 12. Now Salone no. 48; Reader 
157 no. III 42; Fittschen-Zanker I (1985) no. 47. 


27. Bust of Tiberius LLAG 166 Pl. 32. 1-4 


Н. including foot, 0.90 m.; Н. chin to crown, 0.305 m. 
Marble: head of white marble, on bust of slate-coloured 
marble, with orange and brown mottling. 

Lit.: Christie's Catalogue, 7 February 1918, lot 153; Tatlock, 
X. 2400; Morris 125. 


The hairstyle of this head conforms to Polacco's style 5, 
identified by him as a variant of the "Imperium Maius" type 
of Tiberius portrait.’ It may have been copied from the head 
of this type in Florence, which was already in the Uffizi by 
1704." The bust of the Florence head is restored after that of 
the Tiberius bust formerly in the Museo Capitolino, Rome.? 
Here the cuirassed bust is of different style, typical of the 
Antonine period. Eighteenth century work. 


; L. Polacco, Il Volto di Tiberio (1955) 189-190 no. s, for the 
hairstyle; op. cit. 125-133, for the type. 

* Polacco, ор. cit. 128 pl. 21; С. Mansuelli, Gallerie degli Uffizi. Le 
Sculture П (1961) по. 43. 

? Stanza degli Imperatori, no. 4. Stuart Jones, Capitolino p. 188 no. 4 


pl. 46. Now Palazzo Braschi, Inv. 416: Fittschen-Zanker I (1985) 
no. 12. 


28. Bust of Hadrian LLAG 167 PL 33, 1.3 


Н. including foot, 0.97 m.; Н. chin to crown, 0.33 m. 
Marble: head of white marble, bust of brown-veined marble. 
Restored: tip of nose. 

Lit.: Christie's Catalogue, 7 February 1918, lot 155; Tatlock 
164, X. 2401; Morris 125. 


The head is copied from the same original in the Museo 
Capitolino, Rome as the bust of Hadrian, no. 26, above. The 
bust is copied from that of another portrait of Hadrian in the 
Museo Capitolino.' Made in Rome, probably around 1740. 


' Stanza degli Imperatori, no. 32. Stuart Jones, Capitolino p. 196 по. 
32 pl. 51; Wegner, Hadrian pls. 22—23; Helbig* II (1966) no. 1298; 
Fittschen-Zanker I (1985) no. 52. For another similar copy with a 
longer and more elaborate bust, see Christie's, New York, Cata- 
logue, 22 November 1985, lot 264 with photo (ex Buffalo Fine Arts 
Academy). 


29. Bust of Caracalla LLAG 168 Pl. 33,2. 4 
Н. including foot, 0.85 m.; Н. chin to crown, 0.315 m. 
Marble: white marble for head, yellow-brown marble for 
bust. 

Lit.: Christie’s Catalogue, 29-30 November 1922, lot 115; 
Tatlock 164, X. 4163; Morris 125. 


This is a copy of a bust of Caracalla in the Museo Capitolino, 
Rome, with a few changes of detail to the cuirass and cloak." 
Made in Rome, probably about 1740. 


* Stanza degli Imperatori, no. 53. Stuart Jones, Capitolino p. 204 no. 
53 pl. 48; Wiggers-Wegner, Caracalla bis Balbinus p. 78 pl. 175; 
Helbig* II (1966) no. 1310; Fittschen in Eikones, Festschrift Hans 
Jucker (1980) 109 pl. 37. 3; Fittschen-Zanker I (1985) no. 92. 


30. Bust of Caracalla LLAG 169 

H. including foot, 0.90 m. Marble. 

The draped bust is fractured and is under restoration. 

Lit.: Christie’s Catalogue, 7 February 1918, lot 154; Tatlock 
164, X. 2402; Morris 126. 


A copy of the so-called ‘sole-ruler’ type of portrait, wearing a 
cloak fastened on the right shoulder over a cuirass. There are 
ancient examples of this type in the Vatican, in Florence and in 
Naples, one of which may have provided the model. Work 
probably of the eighteenth century. 


" Wiggers-Wegner, Caracalla bis Balbinus (1971) 30-32 pls. 18—19. 


Appendix: Sculpture 


Formerly part of the Lever Collection of sculptures was the 
tazza-shaped marble vase, X. 2164, reported to be antique. 
This was acquired from the Hope sale in 1917, being part of 
the same lot 208 as the lotus vase, LLAG 36, above no. 21. It 
was kept at Viscount Leverhulme’s London residence, The 
Hill, Hampstead, and is presumed to have been sold as part of 


his estate after his death in 1925. See below, Hope Sculptures, 
по. 100. 


3. lerracottas by R. A. Higgins 
Of the seven terracotta figurines in the Lady Lever Art 
Gallery, only two, nos. 31 (LLAG 5082) and 32 (LLAG 
5050), are antique. Both were submitted to а ther- 
moluminescence analysis by the Oxford Research Laborat- 
ory for Archaeology on 26th May 1982, and were found to be 
ancient. 


31. Aphrodite Leaning against a Pillar 


LLAG $082 Pl. 34, 1-2 


Said то be Кот Tanagra. Bought Нот М. Harris, 1919. 
Formerly Г.. Neumann Collection. 

H. 0.238 m. Front moulded. Back moulded; roughly model- 
led; small rectangular vent. Head, arms, and objects in hands 
attached after moulding. Clay: pale brown. Decoration: 
white slip; traces of rose-madder pink on drapery, of red on 
hair, and of blue on underside of shell. Neck of jug missing. 
Condition otherwise good. 

Lit.: Christie’s Catalogue, 2 July 1919, lot 166. 


Aphrodite stands on a rectangular base, leaning to her left 
against a column, on which she rests her left elbow. Her right 
arm is raised and in it she holds a jug from which she pours a 
libation (drink-offering) into a cockle-shell in her left hand. 
Her wavy hair is parted centrally and tied in a knot at the back 
of her neck. She wears a cloak draped round her hips and 
leaving the upper part of her body naked. The cloak is secured 
round her left elbow. | 

The clay, style and technique of this fine piece а point to а 
workshop in Boeotia, probably Tanagra, of the third century 
B.C." 


1 В. A. Higgins, Greek Terracottas (London, 1967) pp. 101 ff. 


32. Satyr with Infant Dionysus and a 
Leopard LLAG 5050 Pl. 34, 3-4 


From Myrina. Bought from М. Harris, 1917. Previously in 
the market, 1899; then A. A. Ionides Collection. 

Н. 0.16m. Front moulded. Back also moulded; roughly 
modelled; irregular oval vent. Open under. Boy’s head alien 
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but ancient. Clay: pale pink. No painted decoration survives, 
Condition otherwise good. 

Lit.: Е. Winter, Die Typen der figürlichen Terrakotten II 
(Berlin, Stuttgart, 1903) 401 no. 2а; Christie’s Catalogue, 13 
March 1902, lot 191; Christie’s Catalogue, то December 
1912, lot 23; Lewis and Simmons, Exhibition of the Famous 
Ionides Collection of Tanagra Terracottas (Fine Art Galleries, 
Bond St., London, undated) no. 23. Cf. Winter, loc. cit. no. 
2b (Athens, National Museum, Misthos Coll., from My- 
rina). 


A satyr stands on а rectangular base, his feet apart. He wears a 
cloak draped kilt-wise round his hips and passing over his left 
shoulder. He has a hairy body, coarse features, a bald head 
and a long beard. His left arm is wrapped in his cloak; in the 
hand he holds a thyrsos, the corymb of which rests on his 
shoulder. In his right hand he holds the left wrist of a small 
boy, evidently the infant Dionysus, who stands beside him 
on his right. With his right hand the child fondles the head of a 
leopard, which leaps out from behind him. 

Style, technique and clay all confirm the alleged find-spot, 
Myrina, as the place of manufacture of this fine piece. Similar 
figurines, but with an adult Dionysus instead of a satyr, and 
an infant Eros instead of Dionysus, are also recorded from 
Myrina, and are securely dated in the first century В. C.', 
which will then be the date of this piece. 


' S. Mollard-Besques, Catalogue Raisonné des Figurines et Reliefs en 
Terre-cuite Grecs et Romains, П Myrina (Paris, 1963) pp. 77 ff. pl. 
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Forgeries (Terracotta) 


The Lady Lever Art Gallery also contains five forgeries of 
ancient terracottas, all bought in 1919 from M. Harris, for- 
merly in the L. Neumann Collection. All were subjected to a 
thermoluminescence analysis by the Oxford Research 
Laboratory for Archaeology on 26th May 1982, and were 
found not to be ancient. 


There аге two more or less straight forgeries of the celebrated 
"Tanagra figurines’ which were excavated (for the most part 
illegally) at Tanagra in Boeotia (Central Greece) in the 
1870's.' 


3 LL LAG SOSI. Pl. 35,2. 


A woman seated on a rock, wearing a low-cut tunic which 
reveals her right breast. H. о.176 m. 
Lit.: Christie’s Catalogue, 2 July 1919, lot 165. 


ЗА LEG 5o84 Pl. 35, 1. 


A woman dressed in low-cut chiton and himation, squatting 
down to play knucklebones. Н. 0.164 m. 
Lit.: Christie’s Catalogue, 2 July 1919, lot 169. 


' R. A. Higgins, Greek Terracottas (London, 1967) тот. 


32 ТНЕ LEVER COLLECTION 


Both nos. 33 and 34 betray their modern origin by their over- 
sweet faces, their self-conscious poses, the clumsy treatment 
of the drapery, and the clay of which they are made. 


ТАС 5980. Pl. 35, 3. 
A woman and а drunken satyr seated on а couch. Н. 


0.206 m.; W. 0.181 m. 
Lit.: Christie's Catalogue, 2 July 1919, lot 163. 


This fails on the same grounds as nos. 53 and 34, above. While 
inspired by the Tanagra figurines, it is a more original crea- 
tion, and the subject-matter is uprecedented. 


36. LLAG 5078. Pl. 36, 1. 
A Centaur carrying a lyre in his right hand abducts a young 
woman with his left.” Н. 0.241 m.; W. о.287 m. 
Lit.: Christie’s Catalogue, 2 July 1919, lot 159. 


ZZ G 5075. РІ. 36, 2. 
A hero in full armour defends a kneeling woman from the 
attacks of a lion. Н. 0.289 m.; W. 0.299 m. 

Lit.: Christie’s Catalogue, 2 July 1919, lot 162. 


Nos. 36 and 37 belong to an entirely different class of forgery, 
which was produced probably in Athens in the 188075. Mar- 


keted under the name of ‘Asia Minor terracottas’, they con- 
sisted of illustrations, in a sentimental and affected style, of 
Greek legends, real or imaginary? They would not deceive 
anyone today, but they were geared to the taste of the Belle 
Epoque and had a considerable, if short-lived, vogue. They 
were exposed for what they were as early as 1888 by the great 
Salomon Reinach, but it took a little longer for the unwel- 


come truth to sink in. 


* Бог a similar piece, cf. Е. Lenormant and others, Collection 
Camille Lecuyer, Terres Cuites Antiques (Paris, 1882-5) по. X 4. 
3 O. Kurz, Fakes, a Handbook for Collectors and Students (London, 


1948) 144 ff. esp. 145 n. 1. 


Appendix: Terracottas 


The following two terracottas were formerly in the Lever 
Collection, but were sold by his executors after his death. 


X. 4757. Victory. H. 0.255 m. From Myrina, second century 
B. C. Bought by Lever from M. Harris and Sons 17 July 1923 
for £15; Lever's executors' sale Anderson Galleries, New 
York, 9—13 February 1926, lot 420 (repr.). 


X. 2595. Procession of Silenus. Н. о.22 m. Probably a 
forgery made at Athens in the late nineteenth century of the 
type known as ‘Asia Minor terracottas’. Cf. above, nos. 36, 


37- 

Willett Collection; bought by Lever from Frederick Rath- 
bone, 1 Мау 1918 for £14; Lever’s executors’ sale Anderson 
Galleries, New York, 9-13 February 1926, lot 419 (repr.). 


PART II. 
ІНЕ HOPE COLLECTION OF ANCIENT 
SCULPTURES 


Numbers appended to sculptures mentioned in the text 
refer to the Hope Catalogue, pp. 67ff. 


т. Thomas Hope: а brief 


account of his life 


Full accounts of the life of Thomas Hope have been 
written by Law and particularly Бу Watkin.‘ Here it 
will be convenient to record a few salient points (see 
the family tree of those members of the Hope family 
mentioned in this volume, p. 36). 

Thomas Hope was born in 1769 into a wealthy 
family of bankers, Scottish by origin, but long estab- 
lished in Amsterdam. His father was John Hope 
(1737-1784), his mother Philippina van der Hoeven 
(1738-1790), daughter of the Burgomaster of Rotter- 
dam. The bank, Hope and Company, on which the 
family’s fortunes depended, had been founded by his 
grandfather Thomas Hope (1704-1779), and during 
our Thomas Hope’s formative years it was being 
most successfully managed by his second cousin 
Henry Hope (1735-1811). A tradition of collecting 
works of art existed in the family before the time of 
Thomas Hope. It is now known that his father John 
Hope possessed a substantial collection of works of 
art, mainly paintings, but also a few Neo-classical 
sculptures, urns and ivories, many of which passed to 
Thomas by inheritance."* The extensive Hope collec- 
tion of pictures was displayed by Henry Hope in the 
fine country-house, Het Paviljoen, which he built on 
the estate of Welgelegen near Haarlem,” and it may 
have been another second cousin, Olivier Hope 
(1731-1783), who was the Milord Hope referred to 
by Cavaceppi in 1768 as the purchaser of the statue 
of Venus Marina which may possibly have been later 
repurchased by Thomas Hope (now LLAG 20; 
above, Lever Sculptures, по. т, Pls. 1-2; 6, 1-2.). 

Brought up in the French style, and speaking 
French as his first language, Thomas Hope travelled 
extensively from an early age. Between 1787, when 
he was eighteen, and 1795 he visited almost all the 
countries of Europe and the eastern Mediterranean, 
residing for nearly a year in Constantinople and 
spending long periods in Italy, Greece, Sicily, Syria 
and Egypt. The civilisations past and present of these 
countries fired his imagination and engendered in 
him feelings of romantic Neo-classicism which found 
expression in a variety of ways: in his avid collecting 
of antiquities; in his patronage of Neo-classical sculp- 
tors such as Flaxman, Canova and Thorvaldsen; in 
the remodelling and furnishing of his two houses at 
Duchess Street and the Deepdene; and not least in 
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the composition of an exotic novel entitled Anas- 
tasius, in which he wrote an account, thinly disguised 
as fiction, of his travels and adventures in the east. 
This tale of a handsome and passionate Greek youth, 
seduced by the allure of Turkey, Syria and Egypt, 
was vastly admired, and went through many edi- 
tions, and Byron himself admitted that “he wept bit- 
terly over many pages of it, and for two reasons — the 
first that Ре had not written it, and secondly that 
Hope had.”* 

If we are to believe the remarks of contemporaries, 
Thomas Hope’s outward appearance belied the artistic 
sensibilities and passionate emotions that lay within. 
According to Lord Glenbervie, writing in 1801, he was 
“a little, ill-looking man about thirty, with a sort of 
effeminate face and manner, and speaking a kind of 
language which you are in doubt to think merely 
affected or what is called broken English"; while 
Malone in 1806 described him as “disagreeable, fastidi- 
ous and conceited." His friend Samuel Rogers said 
more charitably of him in 1805, that he was *a very shy 
reserved man and 1s not easily brought to live like 
others with the world.” 

Іп 1795 in face of the French invasion of Holland the 
Hope family, including Thomas, moved to London 
with all their possessions. His parents already dead, 
Thomas Hope lived for four years at 2 Hanover Square, 
where the Hope collection of paintings was now depo- 


* H. W. and I. Law, The Book of the Beresford Hopes (London, 
1925) 17-72; D. J. Watkin, Thomas Hope 1769—1831 and the Neo- 
Classical Idea (London, 1968). 

? Т, W. Niemeijer, Nederlands Kunsthistorisch Jaarboek 32 (1981) 

127-232. 

* For a description of this collection, see J. С. Forster, Ansichten 
vom Niederrhein, Bd. П, Brief XXVIII, ed. Berlin 1793-1794, П 
313 ff.; and cf. Dobai (1977) III 193 п. 41. A full list of Henry 
Hope’s collection of 372 pictures in December 1795, together with 
insurance values, is given by М. С. Buist, At Spes Non Fracta: 
Hope & Co. 1770-1815. Merchant Bankers and Diplomats at Work 
(The Hague, 1974) 486-94. The Hope Archives are now in the 
Municipal Archives of Amsterdam. 

3 Michaelis 93 n. 244; Watkin 5 n. 12; cf. J. W. Niemeijer, Apollo 108 
(1978) 182—189. 

+ Conversations of Lord Byron with the Countess of Blessington, ed. 
1893, 64. 

5 Е. Bickley, ed., The Diaries of Sylvester Douglas (1928) 1 239-40. 

6 Farington Diary, УП р. 2754. 

7 Farington Diary, УП р. 2593. 
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Hope family tree, based on Н. W. and I. Law 


| 


Olivier Hope John HOPE = Philippina van 
DEP (van Vlierden) b. 1737 p و‎ 
b. 1735 (cousin) m. 1763 Fe 175 
d. 1811 b. 1731 d. 1784 . 1790 
d. 1783 
THOMASHOPE - Hon. Louisa = (2) William, Adrian Elias Ho 
b. 1769 Beresford Viscount b. 1772 ү Шр 
т. 1806 д. 1851 Beresford d. 1834 + 1774 
4. 1831 d. 1854 ‚ 1839 


HENRY THOMAS HOPE = Anne Adele Daughter Charles Adrian Alexander James 
b. 1808 Bichat b. 1809 b. 1810 | Beresford 
m. 1851 d. 1884 d.y. d. 1817 . 1811 Ь. 1820 
4. 1862 4. 1863 m. 1842 
4. 1887 

Henry Рефат Alexander т. = Henrietta Adela HOPE = 2. Thomas Theobald 

6th Duke of Newcastle т. (1) 1861; Hohler 

(s. 1864) (2) 1880 

b. 1834 d. 1913 

d. 1879 


Beatrice Emily Henry Pelham 
Adeline Augusta Archibald Douglas 
b. 1862 Mary 7th Duke of 
m. 1880 b. 1863 Newcastle (s. 1879) 
d. 1931 m. 1882 b. 1864 
d. 1919 m. 1889 
d. 1928 


Genealogical table of the Hope family 


Henry Francis Hope Florence 
Pelham-Clinton-HOPE Josephine 
$th Duke of Newcastle b. 1868 
(s. 1928) d. 1 

Б. 1866 di 


m. (1) 1894 = Mary Augusta Yohé; 
(2) 1904 = Olive Muriel Thompson 
d. 1941 


Henry Edward Hugh 
Pelham-Clinton-HOPE 
9th Duke of Newcastle 
b. 1907 


sited, but in 1799 he bought his own house at Duchess 

Street, remodelled it for the display of his own now 

extensive personal collection, and opened it to public 

vıew ın 1804. From this base Thomas Hope launched 
himself as a шап of taste and a man of letters, and the 
rapid progress he made can be gauged by his appoint- 
ment to Societies and Committees. Having already 
been admitted to the Society of Dilettanti in 1800, and 
invited for the first time to the Annual Dinner of the 

Royal Academy іп 1801, he was elected to the Royal 

Society and Royal Society of Arts in 1804.° In 1805 he 

was elected Fellow of the Society of Antiquaries,? was 

appointed by the Society of Dilettanti to the publica- 
tion committee of Select Specimens of Antient Sculp- 
ture, and sat on the government committee to arrange 
the purchase by the British Museum of the first part of 
the Townley Collection." In 1807 he was appointed to 
the Committee for the superintendence of the Royal 

Academy Exhibition Models, and in 1811 to the Sub- 

committee for the rebuilding of the Theatre Royal, 

Drury Lane." 

In 1806 Thomas Hope married Louisa Beresford 
(died 1851), the daughter of William Beresford, 
Archbishop of Tuam in Ireland. By her he had four 
sons, one of whom, Charles, died in childhood, and a 
daughter, who also died in infancy." The eldest son, 
Henry Thomas (1808—1862), had as his godmother the 
Princess of Wales, with whom Thomas Hope had long 
been on friendly terms. 

The following year, 1807, Thomas Hope bought the 
Deepdene as his country seat, enlarging the estate in 
1813-14 through the generosity of his brother Henry 
Philip, and remodelling and redecorating it in the pic- 
turesque style in the period 1818-1826. Here many of 
the leading intellectuals and artists of the Regency 
period were received, and their contributions recorded 
in Mrs. Hope’s ‘Deepdene Album’. Visitors to the 
Deepdene included the Duke and Duchess of Clarence, 
who later became (in 1830) King William IV and Queen 
Adelaide. As a result of this friendship with the Royal 
family, his eldest son Henry Thomas was appointed 
Groom of the Bedchamber during the last year of the 
reign of George IV. 

Prevented by his foreign birth from becoming a 
Member of Parliament, Thomas Hope aspired to a 
peerage and was quite ready to pay for the privilege. It 
was his misfortune to come up against the Duke of 
* Watkin 9, бо. 

9 Оп 215: February 1805. Watkin 8 п. 25, and son. 117, erroneously 
states that he was elected FSA in May 1794. 

по Watkin 49-50 n. 116; cf. В. Е. Cook, British Museum Yearbook П 
(1977) 56-57. 

п Watkin 50. 

" For the existence of the daughter, see L. Lewis, Connoisseurs and 
Secret Agents in 18th C. Rome (1961) 445; Watkin 21 n. 78. After 
Henry Thomas, the eldest son, came Charles (1810-1817), Adrian 
John (1811-1863), and Alexander James Beresford (1820-1887). 

3 Law 51-58. 
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Wellington, who was not as susceptible to bribes as 
others might have been, and he had to content himself 
with purchasing the rotten borough of East Looe for 
his eldest son, Henry Thomas, who thus became a Tory 
M. P. at the age of twenty two." 

By 1830 Thomas Hope was ill with an incurable 
disease. He died on 2nd February 1831 in his attic 
retreat at Duchess Street, and was buried on 12th Feb- 
ruary in the Mausoleum at the Deepdene. 


^ Law 63-64; Watkin 25-26. 


2. Documentary Sources for the 
Hope Collection of 


Sculptures 


Thomas Hope’s own notes relating to the acquisition 
of his sculptures are missing, as is his parlour catalo- 
gue. They probably formed part of lot 316 at the 
Christie sale of the Hope Library, Thursday 26th 
July 1917, described thus: “HOPE (Thomas). Five 
scrap books, containing cuttings of reviews of Anas- 
tasius, and his other Works; several hundred beauti- 
ful Original Drawings for Buildings, Furniture, 
Decorations, Costume, etc., with MS. note respect- 
ing them; a Collection of Newspaper Cuttings of 
Receipts, Curious Experiences, etc.; Numerous 
Autograph Letters; Copies of Poems in the hand of 
Thomas Hope; List of Greek Vases; MS notes on his 
Collections; etc.” Bought by Robertson, price not 
stated. 

Thomas Hope, Household Furniture and Interior 
Decoration executed from Designs by Thomas Hope 
(London, 1807). Reprinted by Tiranti with a preface 
by C. Musgrave (London, 1970). Particularly impor- 
tant for its illustrations and descriptions of the Statue 
Gallery and Picture Gallery at Duchess Street, which 
are reproduced here (Figs. 2; 4). 

Т. D. Fosbrooke, The Outlines of Statues in the 
possession of Mr. Hope (never published) for which 
Illustrations were furnished by T.D. Fosbrooke, no 
(anno) 1813. Victoria and Albert Museum Library, 
London, catalogued under Hope (T.), по. 37.8.90. 
А volume containing a single frontispiece plate 
followed by twenty double plates of outline engrav- 
ings of sculptures from the Hope Collection, page 
numbers pencilled in the upper right corners, fre- 
quent pencilled inscriptions or annotations (for 
details and full list of sculptures represented, see 
Appendix I), title page written in black ink by Fos- 
brooke. From the pencilled instructions on pl. 18 it is 
evident that this is a first proof of engravings, of 
which a more finely finished series survives as: 
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Hope Marbles. Victoria and Albert Museum Lib- 
rary, London, catalogued under Hope W; 
no.110.H.14. A fine folio volume bound in leather 
containing 34 plates of engravings, of which 32 are 
outline engravings of Greco-Roman and Egyptian 
sculptures in the Hope Collection, evidently based 
on Fosbrooke’s drawings. The other two are of 
paintings in the possession of Thomas Hope. No 
date. Fly-leaf signed T. Hope. Plates numbered in 
reverse order (beginning from back of volume) and 
stopping at pl. 18. Numerous pencilled comments 
referring to the positions of sculptures at the Deep- 
dene are likely to be by John Britton, с. 1840-1845 
(for full details, see Appendix II). All the engravings 
in the Fosbrooke volume are reproduced in Hope 
Marbles, and there are several additional plates. Hope 
Marbles is one of the most important sources of evi- 
dence for the Hope sculptures. All the plates have 
been photographed by me for the first time, and 
those which illustrate the sculptures are published 
here (Figs. 9—36). 

Fosbrooke’s Outlines was acquired by the Victoria 
and Albert Museum in 1871 and Hope Marbles in 
1888. Both are likely to come from the personal lib- 
rary of John Britton, although no records remain to 
prove this. A similar series of engravings, bound with 
a copy of Household Furniture, was sold by Christ- 
ie’s, 26th July 1917, lot 399, described thus: “ — 
Another copy (sc. Hope [Thomas] Household Furni- 
ture &c.), with many extra plates of sculpture. Six 
beautiful original drawings, being reproductions of 
those in the Hope Collection, russia extra (broken).” 
Bought Robertson £147, whereabouts unknown. It 
was this volume which furnished the outline engrav- 
ings reproduced in the Christie sale catalogue of the 
Hope sculptures, 23-24 July 1917, as is stated in the 
Foreword, p. 4: “Many of the outline illustrations in 
the catalogue are reproduced from engravings in 
Hope’s ‘Household Furniture and Interior Decora- 
tion, 1807,’ above referred to. All of them are 
included in an extra-illustrated copy to be sold with 
the Hope Library on July 26, Lot 399.” If the 
references after individual lots in the Christie sculp- 
ture catalogue are accurate, this volume included 
extra engravings of the following sculptures, not 
found in Hope Marbles: 26 (C. 237), 66 (C. 229), 74 
(С. 182), 75 (С. 183), 76 (С. 179), 77 (С. 186), 97 
(С. 196). 

A further set of engravings was sold at the Deep- 
dene house sale, Humbert & Flint, 17 September 
1917, lot 1376: “A portfolio containing Proof Impre- 
ssions in outline illustrative of the Pilgrims Progress, 
and a quantity of Engravings in outline of Statuary, 
etc. in the Hope Collection.” Purchaser and where- 
abouts unknown. 

These outline engravings constitute the most 


important contemporary evidence for the appearance 
of the sculptures in Hope’s day. The illustrator was 
the Reverend Thomas Dudley Fosbrooke (or Fos- 
broke, as he spelled his name from 1820 onwards), 
M.A., Е.5.А., 1770-1842, who is best known as the 
author of two works: British Monachism; or, Man- 
ners and Customs of the Monks and Nuns of England 
(1802); and Encyclopaedia of Antiquities, and Ele- 
ments of Archaeology, Classical and Mediaeval (Lon- 
don, 1825). The Encyclopaedia has as its frontispiece 
a signed, engraved portrait of Fosbrooke, aged 46, in 
which the signature is identical to that on the title 
page of Outlines of Statues; and there is also an intro- 
ductory autobiography, on p. x of which he states: 
“soon afterwards (i. e. post 1810) I had the honour of 
illustrating several unpublished statues in Mr. Hope’s 
collection.” A slightly extended version of this auto- 
biography appears in the third, and posthumous, edi- 
tion of British Monachism (1843), in which the same 
claim is made (p. 10). The illustrations which were 
engraved for Hope Marbles are datable therefore to 
the period 1810-1813. 

Fosbrooke is reported also to have made “Illustra- 
tions of the Townley Statues.”'° As Charles Townley 
died in 1805, after which his collection passed to the 
British Museum, we may suppose these drawings to 
date before then, presumably to the period 
1791-1804; and it may well be that Fosbrooke’s work 
as an illustrator for Townley was his chief гесоттеп- 
dation to Hope." 

Thomas Hope, Costume of tbe Ancients, 1st edn., 
London 1809; 2nd edn. enlarged, London 1812. Two 
hundred plates in the first edition, three hundred in 
the second edition, engraved by Henry Moses from 
drawings mostly by Thomas Hope himself. The out- 
line figure drawings are generally taken from Hope's 
vases, or from sculptures in foreign museums, but 
seven plates in the first edition illustrate five statues 
and one cinerarium from Hope's own collection: 
nOS. I, 2, 3, I9, 28 and 85. To these the second edi- 
tion adds nos. 6, 17 and 27. Some of the drawings are 
emended so as better to illustrate the costume worn: 
thus, the snake is omitted from the Hygieia, no. 2; 
the idol from beside the Dionysus, no. 6; and 
decorative borders are added to the garments of nos. 
2, 19 and 28. 

Charles Molloy Westmacott, British Galleries of 
Painting and Sculpture (London, 1824), 211-240. 


" The negatives are in the Ashmole Archive, King's College 
London. 

% Қ. Austin, ‘Letters of Thomas Dudley Fosbroke’, Transactions of 
the Bristol and Gloucestershire Archaeological Society, vol. 
XXXVI (1914) 135-184, esp. p. 184 for list of works. 

For the Townley Collection, see B. F. Cook, British Museum 
Yearbook II (1977) 34-78. For further references to Fosbrooke, 
see J. Britton, Auto-biography 1 (1850) 192-3, 204, 237; and 
Gentleman’s Magazine, February 1842 (obituary). 


The only surviving catalogue of the Hope sculptures 
at Duchess Street, which we may presume to have 
been influenced by, if not based upon, Hope’s own 
parlour catalogue. It is of great importance in that it 
provides a full list of the sculptures acquired by 
Thomas Hope by this date, and allows us to isolate 
the later acquisitions by Henry Thomas Hope. 
Unfortunately the sculptures in the Statue Gallery are 
not listed in sequence, but rather by category, and 
additional information is provided only for a few of 
the largest statues. There is no illustration of the 
Statue Gallery, but the plate opposite p. 223 shows 
the Picture Gallery little changed from twenty years 
earlier. 

John Britton, Illustrations of the Deepdene, Seat of 
T. Hope Esqre., 1825-6. Minet Library, Lambeth, 
London, S. 3247/185/188. A splendid volume of thirty 
highly-finished water-colours and four sets of architec- 
tural drawings of the Deepdene, of vital importance for 
the appearance of the house and the arrangement of the 
sculptures in the period 1824-31. Fully catalogued and 
extensively illustrated by Watkin.'? Those reproduced 
here are selected exterior views of the house (Pls. 39; 42, 
1—2), and two interior views of the Sculpture Gallery 
and the Theatre of Arts (Pls. 40-41). We know from 
John Britton’s Autobiography” that this is part of a 
History and Description of the Deepdene, begun by him 
but never finished, intended not for publication, but as 
a tribute to Thomas Hope, and carrying a dedication to 
Mrs. Hope. The illustrations were by W. H. Bartlett 
(1809-54) and Penry Williams (1798—1885), the interior 
views being the work of Williams. Тһе volume was sold 
as part of the Library of Deepdene at Christie’s, July 
25th 1917, lot 199, described as follows: “Deepdene. А 
collection of about 35 Original Water-Colour Draw- 
ings of Deepdene, the seat of Thomas Hope, and of the 
surrounding country, painted chiefly by W. H. Bart- 
lett, under the direction of John Britton, with MS. 
introduction by the latter, morocco extra (broken) 
1825-6.” Bought by Tyler & Со. for the 7th Duke of 
Newcastle at Clumber. Acquired by the Minet Library 
in June 1960. 

The companion volume is John Britton’s History of 
the Deepdene. Drawings Collection, Royal Institute of 
British Architects Library, London. Acquired from 
Mrs. I. Law, who had inherited it from her grand- 
father, Sir Alexander J. B. Beresford-Hope, the 
youngest son of Thomas Hope (the volume is signed A 
J В Beresford Hope). Catalogued fully by Watkin.” 
This volume contains an unfinished history and 
description of the house and estate, and a series of 
preliminary sketches and water-colours, less well 
finished than those in the Minet Library volume. There 
is also a ground-plan of the Deepdene in 1826, a copy of 
which is reproduced here (Fig. 5). 

J. P. Neale, Views of the Seats of Noblemen and 
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Gentlemen in England, Wales, Scotland, and Ireland, 
and series, vol. III (1826), The Deep-Dene, Surrey. A 
twelve-page description of the Deepdene, particularly 
valuable for its detailed account of the contents of the 
Sculpture Gallery and the other rooms in Thomas 
Hope’s new wing (not, however, of the Theatre). 

G. F. Prosser, Select Illustrations of the County of 
Surrey (1828), Deep-Dene (no pagination). Closely 
follows the phraseology of Neale’s description, but 
includes new information on sculptures acquired or 
redisplayed between 1826 and 1828. 

Le Comte Е. de Clarac, Musée de Sculpture antique 
et moderne (1826-1853). Clarac visited the mansion іп 
Duchess Street in 18337 and published outline engrav- 
ings by Brotherton of nineteen statues which were then 
displayed there, plus one further engraving of the 
Venus Marina, по. 14, after Cavaceppi, which was at 
this time at the Deepdene. Except for the Venus 
Marina, Clarac’s descriptions are based on eye-witness 
and are therefore of value. 

John Britton, Manuscript list of contents of Deep- 
dene. Yale Center for Studies in British Art, Hope 
Architectural Collection, Box Deep-DeneI, mount то 
(1). A hand-written inventory undoubtedly by John 
Britton of the paintings and sculptures at Deepdene 
after it had been rebuilt by Henry Thomas Hope c. 
1841. Important for its detailed accounts of the sculp- 
tures in the Entrance Hall and Theatre. Plate references 
against individual sculptures refer to the volume Hope 
Marbles now in the Victoria and Albert Museum Lib- 
rary, discussed above. This is likely to be a preliminary 
draft for the description of the Deepdene to be found 
in: 
Brayley’s A Topographical History of Surrey, V 
(1848) 79-90. The full circumstances surrounding the 
compilation of this five-volume History, by Edward 
W. Brayley, assisted by John Britton, and E. W. Bray- 
ley, Jun., are given in John Britton’s Autobiography.” 
John Britton is stated to have had “very little participa- 
tion in the authorship,” but the entry on Deepdene 
surely depends on information supplied by him “in the 
course of his frequent visits to the Deepdene, near 
Dorking, the fine seat of his early patron and friend, 
Thomas Hope, Ева.” The account of the sculptures in 
the Entrance Hall and Theatre is somewhat abbreviated 
compared with the Yale Inventory. 


8 Watkin 250-252 (and pp. 165—166). 

э J, Britton, Auto-biography II (1850) 210. 

2 Watkin 252—254. 

и There are now further water-colours in the Hope Architectural 
Collection, Yale Center for Studies in British Art (Box, Deep- 
Пепе 1, mounts 1-9). 

" Clarac, vol I. (texte), Avant-propos, pp. xiii-xiv. The Hope sculp- 
tures are listed in volume III (texte) 64 n. 1, except for the Athena 
which is accidentally omitted (Clarac, pl. 459, по. 850). 

3 J. Britton, Autobiography П (1850) 107-108. 

^4 J, Britton, loc. cit. 
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3. The Formation of the Hope 
Collection, 1795-1803 


Detailed evidence for the provenance and acquisition 
of Hope’s antique sculptures 15 lacking. Much infor- 
mation was doubtless contained in the parlour cata- 
logue, which 15 referred to in an obituary of 1831, 
and which was probably still extant in 1917.5 Con- 
trary to the statement of Baumgarten, who was mis- 
informed, this catalogue was probably not des- 
troyed in 1917, any more than other Hope papers 
were, and there must be a chance that it will one day 
reappear, in which case we can expect the provenan- 
ces of the Hope sculptures to be much more accu- 
rately ascertainable. The account given here is pieced 
together from secondary sources. 

Although Thomas Hope was commissioning Neo- 
classical sculptures from Flaxman in Rome as early as 
1792," there is no evidence that he began seriously to 
collect antiquities before 1795. On the 27th January 
of that year the Hope family fled from Amsterdam to 
London, establishing themselves ас Hanover 
Square,” and it was from this securer base that 
Thomas Hope returned to Rome, together with his 
brothers Henry Philip and Adrian Elias, in order to 
acquire ancient sculptures, presumably with a view to 
forming a collection in London in the English fashion. 

There were two main sources of sculpture available 
to Thomas Hope and his brothers, as there had been 
for earlier visitors to Rome: sculptures from the 
existing Roman collections, which were usually 
acquired through restorer-dealers in newly cleaned or 
re-restored state; and sculptures from newly-con- 
ducted excavations, which again were usually cleaned 
and restored before being exported. 

An important sculptor-dealer with whom the 
Hope brothers conducted much of their business was 
Vincenzo Pacetti.?^ From him, according to a news- 
letter of March 1796,° Thomas Hope bought the 
Asclepius по. 3, and an athlete, possibly the so-called 
Zeus no. 5; Henry Philip bought the ‘Bacchus and 
Hope’ or Dionysus and Idol no. 6, and the Hermap- 
hrodite no. 15; while Adrian Elias bought the 
‘Apollo’ or Pothos no. 9, and another life-size statue 
of an athlete which cannot now be identified. The 
Hope brothers jointly bought the Antinous statue 
no. 7 (above, Lever Sculptures no. 5) from the 
restorer Pierantoni in 1796 reputedly for 2,800 scudi; 
while, according to another source; further joint 
purchases from Pierantoni and D'Este in the same 
year included the Apollo and Hyacinthus no. 8, and 
the Apollo with the bow no. ro. When, or on what 
basis, the sculptures bought by Henry Philip and 
Adrian Elias were transferred to Thomas is not 


known, but all those mentioned above which are 
identifiable already formed part of his collection by 
1804. Several of these statues have an earlier recorded 
history. The Dionysus and idol no. 6 had been in the 
Villa Aldobrandini, the Pothos no. 9 had a long ear- 
lier history, having been in the Lisca Collection 
before 1532, while the Asclepius no. 3 was 
supposedly from the Villa Hadriana, but is perhaps 
rather to be identified as a new restoration of a statue 
put together in 1784 by Pacetti from fragments found 
near the Mausoleum of Augustus in Rome. The 
provenance, ‘Hadrian’s Villa’, a favourite of Italian 
dealers, was also applied to the Antinous no. 7, and 
to the restored group of Apollo and Hyacinthus no. 
8; and while it seems this latter group did come from 
the vicinity of the Casino Fede at Tivoli in 1790, the 
Antinous is more likely to have been found in exca- 
vations at Roma Vecchia about 1794. Other smaller 
statues of known Roman provenance are the Silenus 
as Heracles no. 22, from the collection of Carlo 
Antonini, and the Pan no. 30, ex-Altieri Palace. 
Another fruitful source of sculpture for Thomas 
Hope was the collection of Prince D. Sigismondo 
Chigi in Rome. From this he acquired the busts of 
Faustina Maior no. 54, Antoninus Pius no. 53, and 
Agrippina no. ут, as well as the pair of statues of 
greyhounds nos. 36-37. The greyhounds are stated 
by Westmacott, and the Agrippina by Christie's, to 
have been found in Chigi's excavations on the site of 
the Villa of Antoninus at Laurentum, just down the 
coast from Ostia. These are likely to be the Chigi 
excavations referred to by Guattani as the source for 
the Antoninus and Faustina busts. They did not 
pass directly from the excavations to Hope, for an 


5 Literary Gazette, 12 February 1831, 107. For the sale in 1917 of 
Hope's MS notes on his collections, see above p. 37. The compiler 
of the Christie sculpture catalogue had access to them, and specifi- 
cally refers to them in the entries for lots 209 and 235, below Hope 
catalogue nos. 91 and 22. 

'$ Baumgarten 9o n. 2. 

7 The Aurora and Cephalus was purchased in 1792, and the Hercu- 
les and Hebe was commissioned in the same year. Watkin 30-31; 
С. E. Bentley, Art Bulletin 63, no. 4 (December 1981) 660. 

* Farington Diary Пр. 297: "Tuesday January 27th. The Mr. Hopes 
have brought to England their fine collection of pictures, & have 
removed so much of their property as they said as to have left only 
chairs and tables behind them." 

2 Н. Honour, ‘Vincenzo Pacetti’, The Connoisseur, November 
1960, 174-181. For his diary, cf. К. Cassirer, Jahrbuch der preus- 
zischen Kunstsammlungen 43 (Berlin 1922) 94-96. 

3° A. de Montaiglon, Correspondance des Directeurs de l'Académie 

de France 4 Rome, XVI (1907) 413; cf. С. А. Guattani, Memorie 

Enciclopediche Romane sulle belle arti, antichità ec., Ш (1806-7) 

91, nos. 58-60. 

A. Bertolotti, 'Esportazione di oggetti di belle arti da Roma per 
l'Inghilterra', Archivio Storico etc. della citta e provincia di Roma 
4 (1880) 89, quoted above, Lever Sculptures, no. 5 n. 7. 

= Guattani, Monumenti Antichi Inediti I, April 1784, 34. For the 

appearance of the site today, see G. S. Masarich, Vicus Augustanus 
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| : gliano shows the Antoninus 
and Faustina still to be there.3? Evidently then Hope 
acquired the Chigi pieces post-1793, and the proba- 
bility is that.it was in 1795/6, the same period as his 
other Roman acquisitions. 

Excavation, this time at Ostia, was a more direct 
provider of the two finest statues acquired by 
Thomas Hope, the Athena no. 1, and the Hveiei 

, dE. ygieia 
no. 2. They were found in 1797 on a site called Tor 
Boacciana just outside Ostia in excavations con- 
ducted by the Irish painter Robert Fagan. With them 
were found also the bust of Lucius Verus no. $6, and 
the Septimius Severus no. 55, assuming this to be 
identical with the “testa di Comodo” mentioned by 
Fea in his account. Who the restorer of the Athena 
and Hygieia, and the cleaner of the Lucius Verus and 
Septimius Severus, might have been we are not told, 
but the work was surely carried out in Rome, and by 
the time Fea's book was published in 1802 they had 
already gone to England. 

An excavation at Baiae on the Bay of Naples was 
the source, we are told, of the fine statue of Aphro- 
dite no. тт. When this was carried out we do not 
know, other than that it was evidently before 1803, 
as the statue formed part of the original display in the 
Statue Gallery at Duchess Street. Thomas Hope was 
in Naples in the autumn and winter of 1802, waiting 
for the release of some of his confiscated sculptures 
held at Rome, so it may well be then that the Aphro- 
dite was acquired. Another sculpture from this area, 
which could perhaps have been bought at the same 
time, was the basalt lion of Greco-Egyptian style, 
which reputedly came from Tiberius’ palace on 
Сарт.” 

Тһе above references provide origins in Rome ог the 
surrounding area for twenty-one of the choicest statues 
and busts of the Hope collection, including ten out of the 
eleven really substantial statues. It is likely that several 
other smaller statues and busts were also acquired from 
Rome, including probably the statue of Aphrodite no. 
12, the archaistic statue no. 19 (above, Lever Sculptures 
no. 4), the statuette of Dionysus no. 26, and the bust of 
Antinous no. 52. All these are to be seen in the original 
displays in the Statue and Picture Galleries at Duchess 
Street, as drawn for Household Furniture, and no other 
source is indicated in the London art market. Probably 
several of the candelabra, cineraria, vases and decorative 
sculpture also came directly from Rome (although others 
were certainly bought at second hand in London). 

It is clear then that the basis of Hope’s collection 
was Roman, however much the individual statues 
may have been described as ‘Grecian’. We know that 
Thomas Hope spent long periods in Greece and 
Greek lands: he lived for nearly a year in Constan- 
tinople, perhaps in 1787-8, he was in Athens and 
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Piraeus іп September-October 1799,-and he made 
many drawings of Greek life, landscape and cos- 
соте, but he seems to have acquired little sculpture 
there. The male arm no. 64, long thought to be from 
a Lapith on one of the Parthenon metopes, may have 
had a genuine Athenian provenance, for it was dis- 
played in the Flaxman Room at Duchess Strect as a 
counterpart to the stalactite from the grotto on Anti- 
paros. Another possibility, just, might be the 
‘archaising’ statue по. 17. In 1917 this was believed 
to be a genuine Archaic Greek kore, and there is no 
doubt that its drapery is closely comparable with sev- 
eral of the Acropolis korai. It would be intriguing to 
discover that it had been picked up from the 
Acropolis in the year before Lord Elgin’s visit, but 
Rome remains a likelier origin. 

Although Thomas Hope was obviously a serious 
collector of antique sculptures from 1795 onwards, his 
collecting can scarcely be called programmatic, as at 
this time he owned по house of his own. He and his 
brothers presumably bought the best of what was avail- 
able at the time. It was not until 1799 that he purchased 
the mansion at Duchess Street, after which he evidently 
turned to serious consideration of the question of dis- 
play. How soon Hope’s sculptures were brought to 
England after their purchase in Italy, or where they 
may have been stored before completion of the rebuild- 
ing of the Duchess Street house we do not know. They 
were troubled times, and some at least of Hope’s sculp- 
tures were still marooned in Rome, “confiscated by the 
French” in October-November 1802.26 He was lucky 
to be able to release them before the ending of the Peace 
of Amiens in May 1803, an event which forced him to 
make a swift retreat from Paris to London, from which 
he did not venture abroad again until the winter of 
1814—15.37 

After the purchase of his house іп Duchess Street, 


Laurentium, Monumenti Antichi, Serie Miscellanea, Vol. [5 
(Rome 1973), esp. р. 293 with п. 6, and pl. I. 

* Documenti Inediti per servire alla Storia dei Musei d'Italia IV 
(1880) pp. iii-iv, 414. The bust of Agrippina and the greyhounds 
do not appear to be mentioned in this inventory. 

3 С. Fea, Relazione di ип Viaggio ad Ostia (Rome, 1802) 44-45. 

34 Christie's Catalogue, 23-24 July 1917, lot 176, bought by Kevor- 
kian for £630. Tiberius’ palace presumably means the Villa Jovis. 

35 Now in the Benaki Museum, Athens. Cf. Watkin 65 n. 11. See 

now, F.-M. Tsigakou, Thomas Hope (1769-1831). Pictures from 

18th Century Greece (Athens, 1985). 

Letter from Hope to Canova complaining of this, December 24th, 

1802: Museo Civico Bassano, Manoscritti Canoviani, quoted by 

Baumgarten 239. The confiscated sculptures presumably included 

the Antinous no. 7, Apollo and Hyacinthus no. 8, Apollo Sauroc- 

tonus (or Pothos) no. 9, and Apollo with bow по. то, which 

according to Bertolotti, above n. 30a, had been purchased in 1796, 

but were not exported from Rome until roth March 1805. 

See Joseph Forsyth, Remarks on Antiquities, Arts апа Letters 

during an Excursion in Italy in tbe years 1802 and 1803, 3rd edn. 

(1816) with an introduction by his brother on the fate of one 

traveller who failed to get back to England in ume in 1803. 
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Hope supplemented his Roman purchases with acqui- 
sitions from the London art market. In а sale of “marb- 
les consigned from Italy” at Christie’s on 31st May 
1800, he bought a Bacchus crowned with ivy, perhaps 
no. 23 (above, Lever Sculptures, no. 3), as well as slabs 
of marble, a marble chimney-piece, and a green basalt 
vase, “formed from the antique.” | 

Much more important were the purchases ће made in 
1801. On 3rd April in advance of an intended sale at 
Christie’s Hope bought Sir William Hamilton’s second 
collection of Greek vases as a job lot for 4,500 guineas, 
a purchase which had considerable implications for the 
lay-out of the new galleries at Duchess Street.) On 7th 
April at the sale of the collection of the Earl of Bess- 
borough he bought the following marbles: statue of 
Ganymede no. 31; colossal porphyry foot no. 66; 
semi-circular cinerary urn no. 83 (above, Lever Sculp- 
tures, no. 17); another “сіпегагу urn and cover with 
inscription, and a profusion of emblems elegantly 
sculptured,” not readily identifiable from the descrip- 
tion, but perhaps no. 80 or 82.37 Other items purchased 
were an Egyptian vase of alabaster, another of 
terracotta, and a “dog in Silignia marble, fine.”4° At the 
Bessborough sale it is interesting to find Hope compet- 
ing with many of the other great collectors of Classical 
sculpture of the period including Soane, Townley, 
Westmacott, Nollekens, the Earl of Carlisle (for Castle 
Howard), the Earl of Egremont (for Petworth), the 
Duke of St. Alban's, and the Duke of Richmond. 

Also in 1801, on 29th April at Christie's, at the sale of 
pictures and antiques belonging to the Duke of St. 
Alban's, Hope bought the Bacchante no. 20, the statue 
of Venus Marina type no. 14 (above, Lever Sculptures, 
no. т), and a small cinerary urn and cover decorated 
with various emblems, not now identifiable. 

In 1802 Hope appears as a seller at a Christie's sale of 
27th March, presumably of items which he found he 
did not need for his displays.* 

With these transactions, and with the ending of the 
Peace of Amiens in May 1805, which made further 
travel abroad almost impossible, Thomas Hope com- 
pleted his first and greatest period of collecting. 


У The Bacchus was lot 41, the other objects respectively lots 17, 26, 
34 and 39. 

The Hamilton and Nelson Papers (1893-94) II p. 132, letter no. 
552. 

3 This was lot 49 in the Bessborough sale, for which Hope paid £26. 
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“° The Egyptian vases were lot 36, the dog lot 89. 

* Lot 88. Hope paid £11. о. 6. 

4 Тһе objects sold were: lot 1, cinerary urn with inscription (no 
cover) bt. Blackburn £1. т. о; lot 40, Head of Mercury, modern 
and small pedestal, bt. Bayley £10. то. о; lot 41, Cupid by Fal- 
conet, bt. Foverman £4. 2. о; lot 42, Head of a Mercury antique, 
bt. Martermer £3. 3. о; lot 44, Head of a female, with a veil, 
antique, bt. Walton £14. 14. 0; lot 45, a pedestal formed of a shaft 
of a pillar of the Granatello marble, bt. Bayley £2. 12. 6. Гат 
indebted to Dr. D. J. Watkin for drawing my attention to this sale. 


4. The Display of the Hope 
Sculptures at Duchess Street, 


London 


In 1799 Thomas Hope bought a substantial mansion 
in Duchess Street off Portland Place to the north of 
Oxford Circus, and began to rebuild it in order to 
display to best advantage his rapidly-growing collec- 
tion of works of art. The house, which had originally 
been built by Robert Adam c. 1768, had two project- 
ing wings either side of an entrance courtyard. These 
were now linked across the front by a new wing 
supported on groined arches, so as to provide 
galleries for sculpture, paintings and vases around 
three sides of the courtyard at first-floor level. 
Although plans and elevations of Adam’s house may 
survive in the Soane Museum, there are none in exist- 
ence for the lay-out as redesigned by Thomas Hope. 
The only evidence for this consists of views of the 
interior in Household Furniture, and a description of 
the house by Britton and Pugin which states that the 
arrangements were: “rst, to the east, four rooms fil- 
led with antique Greek vases; 2d, to the north, a long 
and lofty picture gallery; 3d, on the west, a long 
gallery containing a fine and valuable collection of 
ancient Greek and Roman sculpture.” Working 
from this somewhat limited evidence, Watkin pro- 
duced an arrangement for the first-floor which is 
likely to be correct in its main lines, although it is 
still not entirely free from difficulties in its detail. 
An amended plan which is offered here (Fig. 1) 
adheres more closely to Britton and Pugin's descrip- 
ton, although it remains schematic with respect to 
the vase rooms.* 


* J. Britton and A. C. Pugin, Illustrations of the Public Buildings of 
London, I (1825) 310-12. 

Watkin 97, fig. 6. The main problems are these: Watkin’s plan has 
only three vase rooms, the number illustrated in Household Furni- 
ture, whereas Britton and Pugin say there were four, and this 
number is confirmed by Westmacott 229. Also he disregards the 
statement of Britton and Pugin that all the vase rooms were on the 
east side, placing the first vase room instead at the east end of the 
north side, citing the different ceiling of this room and the arrange- 
ment of the doorways as evidence. 

Another difficulty arises from the description of a visit to 
Duchess Street in the Art Union, April 1846, 97, which states: “on 
arriving at the landing at the top of the grand staircase we enter on 
the right hand into a series of rooms, composing one side of the 
square, in which are placed the ancient fictile vases known by the 
term of Etruscan.” This is frankly impossible in Watkin’s plan, in 
which the staircase is on the west side of the building, while the 
vase-rooms are at the east, and I know of no solution. 

In Fig. the projecting wings have been enlarged slightly in rela- 
tion to the main part of the house, and this allows four vase rooms 
to be fitted in at the east in a length equal to that of the Statue 
Gallery. The dimensions of the Statue Gallery, с. 52 ft x 15 ft, are 
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i on the remodelling lasted from 1799 until 
ginning of 1804. Hope was abroad for two 
lengthy periods during this time, first in the Autumn 
and Winter of 1799-1800 when he was in Greece, and 
again from „Мау 1802 - Мау 1803 when he was 
negotiating for the release of some of his sculptures 
ш Rome. Also he did not purchase his collection of 
vases until April 1801, and was still purchasing sculp- 
tures later the same month, so the detailed arrange- 
ment of the galleries cannot have commenced before 
then. It would seem from this that most of the work 
on the lay-out of the Statue Gallery and Vase Rooms 
was carried out between May 18от and May 1802, 
after which there was a year’s gap while Hope went 
abroad again. The payment of £1.9s.9d to Flaxman’s 
men for cleaning and mending statues, recorded for 
October 1803,46 may relate to the installation of 
sculptures which Hope had managed to release from 
Rome. 

Controversy surrounded the opening of the new 
galleries on February roth 1804. The period until 
March 31st was reserved for special viewing by mem- 
bers of the Royal Academy, to whom Hope sent 
sixty tickets by way of Benjamin West on rst. Febru- 
ary, “each ticket to admit a Member and з friends." 
Although this method of issuing invitations was only 
following the example set earlier by Horace Walpole 
at Strawberry Hill, Hope’s action caused ill-feeling 
amongst many Academicians who felt that it lacked 
respect. He then compounded the error by making 
a conceited attack on the plans of James Wyatt, Pres- 
ident of the Royal Academy, for Downing College 
Cambridge. The result was that Hope’s cards of invi- 
tation were snubbed, his name was struck off the list 
for the Annual Dinner of the Royal Academy by 
Wyatt himself, and on the occasion of the Dinner on 
April 28th scurrilous verses composed by Henry 
Tresham were circulated lampooning him. It was 
not until the end of May that the affair subsided, 
when the Academy issued a formal apology to a 
somewhat chastened Hope. 

Thomas Hope’s ancient sculptures were displayed 
in three rooms at Duchess Street. The great majority, 
including all the best pieces, were placed in the spe- 
cially designed Statue Gallery; some secondary sculp- 
tures and more decorative pieces were in the Picture 
Gallery; while a few others were in an Ante-Room. 

The Statue Gallery was illustrated as the first plate 
in Household Furniture (Fig. 2), indicating the 
importance which Hope attached to his ancient 
sculptures. In his notes (on p. 21) Hope writes: “As 
this room is destined solely for the reception of 
ancient marbles, the walls are left perfectly plain, in 
order that the background against which are placed 
the statues, might offer no inferior ornaments or 
breaks, capable of interfering, through their outline, 
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FIGURE 1 


Plan of first-floor rooms and galleries of Thomas Hope’s house, 
Duchess Street, London, c. 1804 


with the contour of more important works of art. 
The ceiling admits light through three lanterns, and is 
divided into cassoons by means of rafters, which 
imitate a light timber covering.” Hope’s recognition 
of the importance of outline in the appreciation of 
Classical art is noteworthy, as is the deliberate 
restraint of the decor. Although there is no mention 
of colour in his account, it is known from other 
sources to have been predominantly yellow.’ It is 


argued below in n. 53, and the Picture Gallery has been made 
commensurate with these, with the result that it occupies the 
whole of the north wing. A comparison of Household Furniture 
pls. 1 and 2 (here Figs. 2 and 4) shows that the Picture Gallery was 
substantially wider than the Statue Gallery and also relatively 
longer. 

Е. Croft-Murray, An Account Book of John Flaxman, В. А., 

Walpole Society, vol 28, 1939-40, Oxford 1940, р. 80. 

47 Farington Diary, МЇ p. 2230. 

5 Farington Diary, VI p. 2235. 

# For a detailed account of this episode, and the text of Hope’s 
Garland by Tresham, see Watkin 10-13. 

° C, J. С. Reuvens, Memoranda in adornando novo museo (1819) 
(in the Archives of the National Museum of Antiquities, Leyden) 
reportedly contains critical notes on English Museums and Col- 
lections, in which he compares the blue Elgin gallery and the 
yellow Hope collection unfavourably with the rose-red floor of 
the Hamilton room іп the British Museum. Cf. Rijksmuseum van 
Oudbeden, Leyden (Dutch Museums, VI), Leyden 1981, p. 17. 
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interesting too that in the Statue Gallery at Duchess 
Street the ancient sculptures were deliberately kept 
separate from the Neo-classical or the modern 
copies, as this is at variance with Thomas Hope’s 
later practice at the Deepdene. Apart from the pair of 
urns on pedestals flanking the doorway at the far end 
of the Gallery, which we are told by Hope were 
copies of antique examples in the Albani or Barberini 
collections in Rome (Catalogue, nos. 94—95), all the 
other statues, busts and decorative sculptures in Fig. 
2 are antiques, confirming Hope’s own stated inten- 
tion.’ 


The sculptures were ranged in two facing lines 
along the walls, statues and statuettes alternating with 
busts and cineraria, the whole arrangement exhibiting 
nearly perfect symmetry as was the fashion at this 
time’? (see Fig. 3). Those shown against the left-hand 


я” Watkin’s assertion, pp. 101—162, that the Statue Gallery contained 
many modern copies is an error, resulting from his confusion of 
the sculptures in the Ante-Room with those in the Statue Gallery. 

* Compare the display of the Townley Marbles in the British 
Museum in 1808, В. Е. Cook, British Museum Yearbook П (1977) 
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FIGURE 2 


Statue Gallery, Duchess Street, London, c. 1804 


(or east) wall are as follows, working from fore- 
ground to background: candelabrum no. 73 (above, 
Lever sculptures, no. 8); bust of Antoninus Pius no. 
53: statue of Hygieia no. 2; cinerarium no. 8 3 
(above, Lever sculptures, no. 17); statuette of Diony- 
sus with~panther no. 26; head of Satyr no. 40; 
statuette of Pan no. 30; cinerarium, probably no. 80 
(above, Lever sculptures, no. 14); statue of Athena 
no. 1; bust of Faustina Maior no. 54 (barely visible 
behind the raised left arm of Athena); vase on col- 
umn, possibly no. 89 on no. 105; and statue of 
Pothos no. 9. 

The sculptures against the right-hand wall are less 
easy to identify because drawn from an obliquer 
angle, but they appear to be as follows, working 
from foreground to background: candelabrum no. 
75; bust of Lucius Verus no. 56; statue group of 
Apollo and Hyacinthus no. 8; cinerarium, probably 
no. 81; statuette of Ganymede no. 31; bust of Antin- 
ous no. 52; statuette of Hermaphrodite no. ту 
(above, Lever sculptures, no. 2); cinerarium (we may 
presume, to maintain balance), perhaps no. 82 
(above, Lever sculptures, no. 18); statue of Dionysus 
and Idol no. 6 (head and raised left hand with thyrsos 
just visible); bust of Septimius Severus no. 55; can- 
delabrum or vase on pedestal (top visible, but not 
identifiable); and statue of Aphrodite no. тт. 

Each line therefore has internal symmetry, as well 
as parallelism with the facing line. At the centre of 
each ıs a bust flanked by standing statuettes, then on 
each side cineraria, standing statues, busts, and 
finally candelabra or vases on pedestals. The odd 
statues out in the display are the Pothos and Aphro- 
dite in the far corners. This may imply that there 
were balancing statues this side of the candelabra in 
the foreground, which the artist has not drawn. 
Obviously this is only a partial view of the Statue 
Gallery. There must have been a doorway into the 
Picture Gallery on the near left, which is not shown, 
and there would have been considerable room oppo- 
site this and along the short wall behind the artists 
for the display of other sculptures. 

Precisely how many other sculptures may have 
formed part of the original display is not easy to calcu- 
late. Plate 1 of Household Furniture shows twenty four 


53 If the engraving of the Statue Gallery in Household Furniture is to 
scale, then roughly 7 feet or 2.10 m has been omitted by the artist 
at the near end. This may be calculated from the fact that Hope 
tells us there were three overhead lanterns, and each was 
surrounded by 6 ceiling coffers across the width by 7 along the 
sides. By comparison with statues of known height such as the 
Hygieia no. 2, the ceiling coffers appear to have been about 27 
feet square, or 76cm. At least 2% coffers are missing from the near 
end, making just less than 7 feet. On this basis the overall dimen- 
sions of the Statue Gallery would have been 52 ft in length 15 ft. 
in width. 
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FIGURE 4 


Picture Gallery, Duchess Street, London, c. 1804 


sculptures, but in 1824 Westmacott recorded sixty 
three pieces in the Statue Gallery. Some of these may 
have been later acquisitions, but most were probably 
not. Here the illustrations by T. D. Fosbrooke provide 
some assistance. These are datable to between 1810 
and 1813, and Hope had not left England between 1804 
and 1813. Although there is a possibility that some 
sculptures had meantime been acquired on the London 
art market, the likelihood is that those statues drawn by 
Fosbrooke formed part of the original display of 1804. 
On this basis the following additional sculptures may 
be assigned: Asclepius no. 3; Antinous no. 7; Apollo 
no. 10; Venus Marina no. 14; Archaising female no. 17 
(drawn by Fosbrooke, but not apparently mentioned 
by Westmacott); Silenus as Heracles no. 22; Seated 
Silenus no. 23; Seated Satyr no. 24; Satyr no. 25; 
Dionysus по. 27; “Isis” no. 28; Eros and Psyche по. 
29; the two greyhound statues, nos. 36 and 37; and 
perhaps also the two cinerary urns, nos. 87 and 90. 
These total sixteen, and suggest a minimum number for 


the original 1804 display of forty sculptures in the 
Statue Gallery. The difference between this figure and 
the sixty three recorded later by Westmacott is mostly 
made up of busts and decorative pieces, which will be 
discussed below. 

How these extra sculptures were accommodated to 
the arrangement shown in Household Furniture we 
cannot tell for sure, but if, as is likely, Westmacott 
records the “Statues, large life” in sequence, moving in 
clockwise direction around the Gallery from the dou- 
ble doors at the far end, then the probability is that the 
Antinous no. 7 and the Asclepius no. 3 were placed 
against the other short wall facing that doorway (Fig. 
3). The other largish statues, Apollo по. то and Venus 
Marina no. 14, are obvious counterparts to the Pothos 
по. 9 and Aphrodite по. 11 at the far end of the Gallery. 
They may therefore have been placed next to the can- 
delabra in the foreground, so completing the symmetry 


st See above, pp. 37-38. 


of the two long sides. Most of the other sculptures are 
little more than statuettes, for which room could easily 
have been found between the larger statues. 

The Picture Gallery (Fig. 4), which adjoined the 
Statue Gallery occupying Hope’s new wing, was fitted 
up in strange fashion as a temple or sanctuary to the 
arts, employing pure Greek architectural detail 
borrowed from different buildings at Athens: the 
Doric columns from the Propylaea; the ceiling beams 
from the ‘Theseion’; the columns surrounding the lan- 
tern from the Tower of the Winds; and the Ionic portico 
at the far end, which is an organ in disguise, from the 
north porch of the Erechtheum. Curiously, consider- 
ing this is a Picture Gallery, the paintings on the walls 
are hidden by curtains in Hope’s engraving, and it is the 
architecture and sculptures which predominate, giving 
another indication of Hope’s overriding interest in the 
glyptic rather than pictorial arts. 

Four antique sculptures were displayed here, placed 
against the walls behind each of the four Doric col- 
umns. Those in the foreground are appropriately pries- 
tesses of Isis, or so it was then believed, standing in 
sentinel fashion with restored right arms raised, greet- 
ing the visitor to this true Mouseion. On the right is no. 
19 (above, Lever sculptures, по. 4), on the left no. 18. 
Further into the sanctum, close to the organ the source 
of music, are placed the more exotic statues of Aphro- 
dite no. 12, on the left, and the Bacchante no. 20 on the 
right, which may then have been believed to be a 
Nymph or Muse. Objects placed on the side-tables 
include the basket cinerarium no. 85, on the tripod- 
table on the left, and the lotus vase по. тот (above, 
Lever sculptures, no. 21) on the table on the right, 
beneath which also nestles the vase no. 86. 

The Statue and Picture Galleries reveal differing 
approaches to the display of ancient sculptures. In the 
Statue Gallery the sculptures are exhibited for their 
own sake in careful, symmetrical arrangements; in the 
Picture Gallery they are being used together with 
paintings, architecture and furniture to evoke a special 
and novel effect, redolent with the symbolism that 
characterised some of the other more exotic rooms at 
Duchess Street. 

The third room devoted to sculpture was the Ante- 
Room, as it is called by Westmacott. This is not illus- 
trated in Household Furniture, and its position relative 
to the Statue Gallery is not certain, but if Watkin’s plan 
is accurate it was probably the squarish room on the 
opposite side of the main staircase from the Statue 
Gallery. Such a position is supported by the fact that 
this is the first room to be described by Westmacott in 
his account, which is the only evidence for the con- 
tents. Here were displayed four fine Neo-classical 
replicas of famous ancient statues: the Belvedere 
Apollo by Flaxman, the Belvedere ‘Mercury’ by de 
Vaere, the Medici Venus by Pisani, and the Medici 
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АроШпо also by Pisani. With them was an Eagle in 
Carrara marble by D'Este,? and four antique sculp- 
tures: the colossal porphyry foot no. 66; the porphyry 
bust of Nero no. 58, which is probably not antique, but 
was believed then to be so; and two antique vases, not 
identifiable. 

Apart from a single ‘antique Greek vase’ in the Egyp- 
tian Room, the only other room to contain an antique 
sculpture was the Star-Room or Flaxman Room. 
Flanking the group of Aurora and Cephalus by Flax- 
man (РІ. 29, г), which formed the centrepiece of the 
room, were glass cases with velvet cushions, on which 
were placed the arm supposedly of a Lapith from the 
Parthenon no. 64, and a stalactite from Antiparos. 
Here, as in the Picture Gallery, objects of different 
antiquity were placed so as to create an intellectually 
teasing setting for the Neo-classical statue group, 
whose cool marble contrasted with the richly coloured 
decoration of walls and furnishing. 

These then were the ancient sculptures as displayed 
in the different rooms of Thomas Hope's house at 
Duchess Street. All the sculptures were restored, some 
very heavily so, in the prevailing fashion, and given 
their use as elements of interior furnishing, they would 
hardly have seemed satisfactory otherwise.^ Although 
a major Gallery was set aside for the ancient sculptures, 
they were not confined to it, but were spread out 
through other rooms in the house, mixed with paint- 


5 Hope, Household Furniture 22; Westmacott 223-4; Watkin 
102-105. 

56 The Belvedere Apollo was later Humbert & Flint, Deepdene 
house sale, 12-19 September 1917, lot 1165; the Belvedere ‘Mer- 
cury’ or Antinous, lot 1167; the Medici Venus by Pisani, of which 
there were two copies, one for each house, Humbert & Flint, lots 
1161-2; and the Medici Apollino, also in two copies, lots 1159-60. 
See below p. 59, for the later display of these statues in the 
Entrance Hall at Deepdene. 

7 Humbert & Flint, lot 1125. 

9 Westmacott 216. 

9 Hope, Household Furniture 25; Westmacott 217. For a good 
discussion of the symbolism of the room, see Watkin 110-114. 
This room was recreated for the Exhibition, The Age of Neo- 
classicism, Royal Academy and Victoria & Albert Museum Lon- 
don, 9 September — 19 November 1972: see Catalogue pp. 775-9 
nos. 1650-5 pls. 132-3. 

6 The practice of restoration of statues is justified by Hope in his 
article, "The Utility of Remains of Antiquity’, in The Director, П 
(1807) 198—205: “There exists an idea, with some persons, that 
remains of antiquity are only valued, because they are old, and 
consequently scarce; and that therefore, the more, by being 
cracked or mutilated, corroded with rust, or covered with dirt, 
reduced to a shapeless mass, or mouldered away to an insignificant 
fragment, they bear the external marks of age and decay, the more 
they rise in the estimation of their admirers. 

Till very lately, I must confess, I imagined this ridiculous idea to 
have been entirely confined to the vulgar and illiterate... But, to 
my inexpressible astonishment, I have lately found some men, 
even among those who enjoy a certain reputation in letters, so 
profoundly ignorant with regard to the fine-arts, as to entertain 
the same strange prejudice with the vulgar.” (pp. 198-199). 
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ings, architecture, furniture and Egyptian objects, so 
illustrating Hope’s views on the inter-dependence and 
interaction between different art-forms and different 
ancient civilisations. 

Reaction to Thomas Hope’s House and Galleries 
was generally approving, although degrees of 
enthusiasm varied. Joseph Farington, delivering the 
next best thing to a snub by visiting Duchess Street on 
the very last day reserved for Royal Academicians, 
31st. March 1804, records as follows: “At one o’clock I 
went to see Mr. Thomas Hope’s House with Dance and 
С. Offley & Mrs. С. Offley. Dr. Burney came to us. — 
We were there abt. 2 Hours. - Dance told me he 
thought it better than He expected, & that by the 
singularity of it good might be done as it might contri- 
bute to emancipate the public taste from that rigid 
adherence to a certain style of architecture & of finish- 
ing & unshackle the artists. — But He disapproved 
Hope’s pamphlet against Wyatt thinking it conceited & 
unwise, & that though Hope had shewed taste in what 
He had done it did not follow, nor could it be supposed 
that He was qualified to make a design for any work of 
consequence - Не sd. however much there might be 
amusement in seeing the House we had gone through it 
certainly excited no feelings of comfort as a dwel- 
ling.” Two days earlier, however, when Hope’s 
house was spoken of at the Academy club, praise had 
been much warmer: “West said it was the finest speci- 
men of true taste that is to be found either in England or 
in France. Burney declared that if the best parts were 
taken out of the Ten best Houses in England they 
would not together make up so much of good taste as in 
that single instance. Woodforde, Rossi &c. also 
approved it much.”® Ву 1821, when the passions that 
surrounded the opening and coloured the judgments of 
the early visitors had long since faded, the verdict was 
that: “the splendid and richly stored mansion... 
affords to the connoisseur and antiquary a great 
intellectual treat.”® 

Visits to the house, however, were not made only, or 
even mainly, by connoisseurs and antiquarians. 
Throughout the Regency period, and particularly from 
1806 onwards, after Thomas Hope had married the 
beautiful Louisa Beresford, the mansion and its 
galleries were the scene of numerous glittering balls and 
soirées. Miss Berry recorded іп May 1809: “The Prin- 
cess of Wales had dined there, and stood godmother to 
his second son. She was holding a circle in the first 
drawing room when we came in. Soon afterwards all 
the world went to the statue gallery, where was danc- 
ing, late in beginning, as usual.”“* And Byron wrote in 
his diary in 1821 how: “one night of a rout at Mrs. 
Hope's... I was in love, and just nicked a minute when 
neither mothers nor husbands — not rivals — nor 
gossips, were near my then idol, who was beautiful as 
the statues in the gallery where we stood at the time.” 


The plates in Household Furniture do not in any way 
constitute archaeological publication of Hope’s sculp- 
tures, even by the standards of the early nineteenth 
century. That Hope did originally envisage such a sepa- 
rate publication is suggested by the drawings made for 
him by Fosbrooke in 1810-1813. These were at some 
time turned into the line engravings which survive as 
Hope Marbles, but the project was never completed 
even by John Britton. The failure to do so reveals 
Hope's relative lack of interest in the antiquarian aspect 
of his collections. For him their overriding importance 
was as symbols of antiquity, the purpose of which was 
to inspire new artistic creations which embodied their 
principles but were adapted to the demands of early 
nineteenth century life.5é 

When the manuscript of this book was already with 
the printer, the sale of the Townley Archive at 
Sotheby's (London, 23 July 1985, lot 560) brought to 
light a previously unknown list of Hope's sculptures 
written in Charles Townley's own handwriting, the 
result it would seem of a visit paid by him to Duchess 
Street in February 1804 in the company of Samuel 
Rogers. 

This document, written in dark sepia ink on three 
sides of a folded quarto sheet, is published here by kind 
permission of Lord O'Hagan. 


Page one recto: 
Marbles at Mr Thos. Hope's Feb. 1804 


Statue Gallery. 


West Side East Side 
1- Ganymedes 13 — Stat: of Aesculapius 
2 — Cin: Urn 14 — Cin: Urn 


15 — Candelabrum 
16 — Bust: Ant. Pius 
17 — Statue Hygeia 
18 — Grayhound 

19 — Head of Faun 
20 — Grayhound 

21 — Cin: Urn 

22 — Candelabrum 

25 — Bust of Faustina 
24 — Statue of Apollo 
24* — D? of Minerva. 


3 - Candelabrum 
4 — Bust of L. Verus 
5 - Group Apollo & Hyacinth 
6 — On Chim: Small fig. 
7 – D? Bust of Osiris 
8 — D? Small fig. Hermaphr. 
9 — Cin: Urn 
то – Candelabrum 
II — Bust. Sept: Sever. 
12 — Statue of Venus 
12* — Groupe Вас: & Isis 


*' Farington Diary, VI р. 2286. 

6 Farington Diary, VI p. 2284. 

6 Magazine of the Fine Arts 1 (1821) 44. 

^ Lady Theresa Lewis, ed., Tbe Journals and Correspondence of 
Miss Berry (1865), vol. II, 382—3. 

6 L. A. Marchand, ed., Byron's Letters and Journals, vol. 9 (1979) 29 
по. 50. 

“ See Hope’s letter to Matthew Boulton of 1805, quoted by Watkin 
198-9: “if the forms of my furniture were more agreeable than the 
generality of those one meets with, it was only owing to my 
having, not servilely imitated, but endeavoured to make myself 
master of the spirit of the Antique.” 


че the folded sheet (on page two recto) is a second 
156: 


Summary of Marbles at Mr. Thos. Hope’s, London 


In the principal floor. 


venue nec 8 
БЕ... 8 
НИ ............................ 
nn 
Candelabra ESSO N 
В Ums............................8 
ЕЕЕ Gallery a 6 
VISES o ooo anna 6 
Tripods, cippi + columns ес.................... 4 
so 


Staircase & about 
an 6 


56 


Between them these two lists confirm much of what 
is argued in this chapter. It is clear that the greater part 
of Hope’s sculptures had been acquired prior to 1804 
and formed part of the original display. There were 
more statues in the Statue Gallery than shown in the 
drawing in Hope’s Household Furniture (Fig. 2), and 
these definitely included the Asclepius and Antinous 
(‘Ganymedes’), placed at the end from which (һе draw- 
ing was made. There were also apparently cineraria on 
the near side of the candelabra in the forground. No 
mention is made of the Venus Marina no. 14 or the 
Apollo no. 10 being in the Statue Gallery. But it is not 
certain how complete Townley’s list is. The fact that he 
gives only asterisked numbers to two of the main 
statues in the display, the ‘Bacchus and Isis’ (Dionysus 
and Idol no. 6) and the ‘Minerva’ (Athena no. 1), 
suggests he wrote the list down from memory when he 
returned home. Another discrepancy with the drawing 
occurs in the centre of the east or left-hand wall where, 
at the time of Townley’s visit, the Satyr’s head по. 40 
was apparently flanked by the two greyhounds nos. 36 
and 37, rather than by the Pan and Dionysus. 

Finally we may note a wry couplet composed by 
Townley and written on the verso of page one, record- 
ing his initial reaction to Hope’s very personal style of 
display: 

Something there is more needful than expence, 

and something previous ev’n to taste... "tis sense. 
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5. Тһе Extension of the Hope 
Collection of Sculptures, 
1815—1824 


In the autumn of 1815, а few months after the final 
defeat of Napoleon at Waterloo, Thomas Hope set 
off with his wife and two elder sons to visit Rome 
again for the first time since 1803. He announced his 
departure in a letter to Millin, stating that his inten- 
tion was to enlarge his collection which had not 
recently been increased, and adding that he now pre- 
ferred living in the country to London.” The journey 
was an ill-starred one. After making slow progress 
across France to Switzerland, where the family was 
held up and robbed by bandits, the Hope’s second 
son Charles, then aged seven, fell ill at Pisa and died 
in Rome in April 1817, some four months after their 
arrival there, forcing an immediate, if slow and grief- 
stricken, return to England.® Charles’ ashes were 
buried on the edge of the Park at Deepdene in Sum- 
mer 1817, and the Mausoleum built over them the 
following year, in which Thomas Hope and his 
descendants were subsequently buried. This tragedy 
may have been the spark which stimulated the recon- 
struction of the Deepdene. 

How many antique sculptures Hope may have 
acquired on his journey to Rome, or during his brief 
stay there from December 1816 to April 1817, 15 hard 
to say, but it is probable he obtained some. The main 
purpose of his visit, however, may have been to see 
Thorvaldsen, to discover what had become of the 
statue of Jason, commissioned on his last visit in 
1803. It was still in an incomplete state, and was not 
finally delivered to Hope until 1828, but Hope now 
took the opportunity of commissioning further busts 
from Thorvaldsen of himself, his wife and his $0158 
(РІ. 38). His intention to visit Canova’s studio was 
prevented by the death of Charles, but in the years 
which followed he negotiated for, and finally 
acquired, a new version of Canova’s Venus, which 
was given pride of place in the Picture Gallery at 
Duchess Street.7° 


67 Paris, Bibliothèque Nationale, Nouv. Acq., 3231, f. 115, Hope to 
Millin, London 29 September 1815. Quoted by Baumgarten 161 


п. 37. 

4 Law 46-49; Watkin 20-21. 

® Watkin 38-39. 

7 Baumgarten 240-3; Watkin 39. Canova's Venus, formerly owned 
by Thomas Hope, is now in Leeds, City Art Galleries. See H. 
Honour, ‘Canova’s Statues of Venus’, Burlington Magazine, 
October 1972; idem, The Age of Neoclassicism, Exhibition Cata- 
logue 1972, no. 327 pp. 211-2. The copy made for the Deepdene 
by Bartolini (below p. 56) may be that now in Washington D. C., 
Corcoran Gallery of Art, formerly owned by the Duchess of 
Marlborough: cf. Praz-Pavanello, L’opera completa del Canova, 
Classici del Arte no. 85 (Milan, 1976) р. 129 no. 399. 
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The ancient sculptures acquired at this time may be 
roughly deduced by a process of elimination, sub- 
tracting the earlier acquisitions and the pieces drawn 
by Fosbrooke from the full list of sculptures 
recorded by Westmacott at Duchess Street in 1824. 
This can only be a rough guide, as there were defi- 
nitely some early acquisitions, such as the Dionysus 
and Idol no. 6, which for one reason or another Fos- 
brooke did not draw. But on this basis, the following 
sculptures were probably acquired after 1815: the 
three porphyry heads and busts of Augustus, Nero 
and Vitellius, nos. 57-59; the head of Athena (or 
Minerva) no. 42; and perhaps the small double-herm 
with comic masks, no. 63, if this was not an earlier 
acquisition (it is engraved in Hope Marbles, but is not 
specifically mentioned by Westmacott). A further 
acquisition may have been the small marble group of 
a satyr and a woman, ? no. 35. Of these the Nero 
was placed in the Ante-Room, while the Augustus 
and Vitellius were displayed on tables in the Picture 
Gallery.” 

Westmacott, in his description of the Statue 
Gallery (p. 222), records also “six Roman busts; four 
very small busts; three busts, Ladies; and bust, a 
Child.” These may have included the Agrippina no. 
51, and the double-herm no. 63, but are otherwise 
not identifiable. It is noteworthy, however, that 
Westmacott does not describe these busts as “an- 
tique”, as he generally otherwise does, so that it is 
possible they may have been Neo-classical heads or 
portraits. If they were antiques, Hope must have dis- 
posed of them later, as they do not appear at the 
Deepdene. 

Hope’s acquisitions of ancient sculptures at this 
time can be seen to have been strictly limited. He 
evidently had little space at Duchess Street, and he 
does not seem yet to have been engaged on a buying 
spree for the Deepdene. Sculptures which he did 
purchase about 1824 from J. Millingen especially for 
the displays at the Deepdene are the terminal head of 
Dionysus no. 43, and the head of a youth wearing a 
Phrygian cap no. 47. The statue of Zeus no. 5, is first 
recorded at the Deepdene in 1826, but its source and 
date of acquisition are not known. 


™ Westmacott 214, 228. 


6. The Display of the Hope 
Sculptures at the Deepdene, 


1824-1831 


Late in 1824 or early in 1825 Thomas Hope removed 
a large number of his ancient sculptures from the 
mansion at Duchess Street and transferred them to 
his country residence, the Deepdene, near Dorking 
in Surrey, to which a new wing had just been added 
in order to accommodate them. The event is antici- 
pated by Westmacott in 1824 and recorded as fact by 
Britton and Pugin in 1825.7 Westmacott says: “It is 
with some regret I have learned that the fine collec- 
tion of antique sculptures which now adorn this 
gallery, are shortly to be removed to the liberal prop- 
rietor’s beautiful seat at Deepdene, near Dorking, 
Surrey, where a new gallery and amphitheatre have 
been erected on purpose to receive them. The pic- 
tures and unique collection of vases will remain at 
present at Duchess Street as will also the Canova 
Venus.” 

In fact, it was not all the sculptures which were 
transferred, as is implied by Westmacott, but only a 
part of them. Detailed discussion of the sculptures at 
the Deepdene, below, will show that those transfer- 
red, although numerically much greater, were argu- 
ably of secondary importance to those left behind in 
London. The following sculptures remained at 
Duchess Street: Athena no. 1; Hygieia no. 2; As- 
clepius no. 3; Dionysus and Idol no. 6; Antinous no. 
7; Apollo and Hyacinthus no. 8; Hermaphrodite no. 
15; Dionysus no. 26; Archaistic Dionysus no. 27; 
‘Isis’ по. 28; Ganymede no. 31; the two greyhounds 
nos. 36-37; probably the three porphyry heads, nos. 
57-59; the colossal porphyry foot no. 66; and, we 
may suppose, the fragmentary arm, no. 64, in its 
glass case in the Flaxman Room. During the last 
seven years of Thomas Hope’s life, therefore, his col- 
lection of ancient sculptures was divided between his 
two houses, a fact which has generally not been 
appreciated before; and this division continued after 
his death, although not always in the same propor- 
tion, at least until 1849. 

The Deepdene had been bought by Thomas Hope 
as his country seat in 1807, the year after his 
marriage. It was then a not particularly impressive 
two-storey house of brick construction, which had 
been built in the Palladian style by the Hon. Charles 
Howard between 1768 and 1778.73 Doubtless it was 


7" Westmacott 212; Britton and Pugin (supra, п. 43) 319, footnote 

? D. Mercer, "The Deepdene, Dorking — Rise and Decline Through 
Six Centuries’, Surrey Archaeological Collections LXXI (1977) 
116-118. 


the setting as much as the house which had attracted 
Hope. The richly wooded hills, and the deep valley 
or dene which gave the house its name, offered end- 
less possibilities то one whose inclinations were 
increasingly towards a more romantic and pic- 
turesque form of Neo-classicism. 

As the researches of Watkin and Mercer have 
shown, Hope made no alterations to the house until 
after his return from his disastrous trip to Italy in the 
summer of 1817, although the grounds were greatly 
extended in 1813-14 by the acquisition of the neigh- 
bouring estate, Chart Park, purchased for Thomas 
Hope by his brother Henry Philip, to mark whose 
generosity Thomas constructed an Etruscan temple 
at the head of the dene, inscribed “Fratri Optimo 
BEAD HH: 

There were two main phases to the rebuilding, 
which was carried out by the architect William 
Atkinson to designs by Thomas Hope himself. First, 
in 1818-19, Hope redecorated existing rooms; added 
two new side wings, one of which was capped by a 
tall tower in the style of a Lombardy church; formed 
a new entrance front and staircase hall; and con- 
structed separate offices and stables. Then, in 1823, 
he built out at an angle of 45 degrees to the main axis 
of the house a highly imaginative wing containing an 
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Orangery, Conservatory, Sculpture Gallery, and 
Theatre of Arts, rooms of differing shapes and styles, 
with equally varied facades and roof lines, terraced 
away from the house down the gently sloping ground 
to the south-west. The juxtaposition of conser- 
vatories and galleries was an experiment іп the pic- 
turesque association of the coolness and austerity of 
ancıent and modern marble sculptures with the rich- 
ness and colour of luxuriant nature. The appearance 
of the extended house 15 well shown by the plan 
(Fig. 5), combined with the attractive water-colours 
specially commissioned by John Britton (Pls. 39-42), 
who declared himself “delighted with the Scenic 
features of the Deepdene, & its vicinity — fascinated 
with the style of the interior fittings up, & contents 
of the Mansion; and impressed with feelings of 
respect and admiration for those who inhabit it, & 
under whose tasteful auspices many of the beauties 
and charms of the place were created." 

A lively account of the Deepdene and its interior 
decoration by Maria Edgeworth in a letter dated 12th 


74 Watkin 163, pl. 56; Mercer 119, 128. A few ruins still survive, but 
the facade was demolished in 1955. 

75 T. Britton, Illustrations of the Deepdene, Minet Library London, 
р. 5. Cf. above, р. 39. 
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Plan of the principal storey, Deepdene, 1826 
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April 1819, after the first phase of rebuilding, but 
before the second, suggests that there were no 
ancient sculptures there at that date, although plenty 
of copies and casts: “The house 15 magnificently fur- 
nished but, to my taste, much too fine for a country- 
house, even putting the idea of comfort out of ques- 
tion. There is too much Egyptian ornament, Egyp- 
tian hieroglyphical figures, bronze and gilt, but all 
hideous ... In every passage and hall there are соПес- 
tions of frightful monsters in bronze or stone or 
plaister. One bronze Genius... about my own 
height with outstretched long arms offends me most, 
because I am oblidged to come across him ten times a 
day in passing to my own door. I could with pleasure 
knock him down and break him to pieces... there 
are some beautiful things, however, for instance the 
casts of Canova’s heads of Perseus and of Paris and a 
Psyche of Thorvaldsen.”” The bronze Genius in 
question was a replica of the bronze boy Adorant in 
Berlin, which in 1826 was placed in the new Entrance 
Hall “as in the attitude of greeting the welcome vis- 
itor.”77 

For the new arrangement and display of the 
ancient sculptures at the Deepdene we are fortunate 
to have almost a complete record, thanks to the 
water-colours by Bartlett and Williams, the detailed 
published accounts by Neale and Prosser, and the 
manuscript inventory of John Britton, combined 
with the pencilled annotations to Hope Marbles."* 
Work on the preparation of the galleries and the 
installation of the sculptures was carried out by a 
local firm of masons, Gilliam brothers of Dorking, 
and their records show them to have been engaged 
for five years on this, between 1822 and 1827.79 

There were four main rooms or galleries designed 
to receive sculpture in Thomas Hope’s new wing of 
1823, grouped at either end of or beside the Conser- 
vatory, two intended principally for ancient sculp- 
tures, and two for Neo-classical statues and replicas, 
although the divisions were deliberately not rigid. 

The principal room for ancient sculptures was the 
Sculpture Gallery (РІ. 40), marked P on the plan 
(Fig. 5). This was parallel to the Conservatory, on the 
north side of it, and took the form of a long, narrow, 
rather austere room, lit from a lantern in the ceiling 
with round-headed windows. The end which com- 
municated with the Library was raised, and a stair- 
case descended between two Doric columns of imita- 
tion marble. At the other end of the room was a 
semi-circular exedra. The sculptures were displayed 
in two main lines along the side walls, which were 
quite plain and painted a buff colour, presumably so 
as not to interfere with the outlines of the statues, as 
at Duchess Street. Symmetry in the arrangement of 
the sculptures, and parallelism between the two sides, 
is also similar to that found earlier at Duchess Street, 


but a more crowded effect is created by the three 
free-standing objects along the centre of the floor. 
Indeed it is noteworthy that, in contrast to the Statue 
Gallery at Duchess street, no attempt 15 made here to 
maintain the ‘purity’ of antique sculpture, but there 
is a free mixture between ancient example and mod- 
ern copy. Another novelty is the breaking-up of the 
faces of the pedestals by round-headed niches or 
recesses, in which were placed Greek vases or other 
“curious fragments of elegant ornaments, of Grecian 
sculpture, casts, &c.”*° 

Two detailed accounts of the sculptures in this 
Gallery were made within two years of each other by 
Neale (1826) and Prosser (1828). Discrepancies bet- 
ween them reveal that some rearrangement was still 
taking place during this period, but taking as our guide 
the water-colour by Williams (РІ. 40), with which the 
account of Neale substantially agrees, the sculptures 
may be identified as follows (Fig. 6). 

At the far end of the Gallery on the raised area at the 
top of the steps is the Seated Silenus no. 23. To the right 
of it, mostly masked by one of the columns, is the 
Seated Satyr, no. 24. 

Along the left (or north) side of the Gallery from 
background to foreground are: statue of Apollino by 
Pisani, a pair to the statue in the Ante-Room at 
Duchess Street; candelabrum no. 75; Eros and Psyche 
no. 29, not visible in the painting; Satyr no. 25; colossal 
bust of Roma, copying an original in Rome; can- 
delabrum no. 74; statue of Aphrodite no. 11. On the 
near side of the Aphrodite, not drawn by the artist, was 
a marble column supporting a vase, nos. 105 and 89. 

Along the right (or south) side from background to 
foreground are: modern head of Medusa in marble, and 
bust of Mrs. Hope by Behnes, neither of which is 
visible in the painting;? Aphrodite of Medici type, 
probably one of the two copies made for Hope by 
Pisani; candelabrum, perhaps no. 76; Pan no. 30; 
Silenus as Heracles no. 22; colossal bust of Jupiter, 


7* Maria Edgeworth, letter to her mother 12 April 1819, quoted by 
Baumgarten 245; cf. E. Inglis-Jones, Tbe Great Maria. A Portrait 
of Maria Edgeworth (1959) 158. 

7 Neale р. 5. Subsequently, after 1840, it was set on the gallery of the 
Entrance Hall, where it is visible in Pl. 43, 2. 

% See above, pp. 38-39. 

У Е. Burgess, English Churchyard Memorials (London, 1963) 
276-7; Mercer 121. 

% Neale and Prosser. 

" Above, р. 47 п. 56. 

В appears to be a simplified version of a colossal head of Athena in 
the Vatican, found by R. Fagan c. 1800 at Torre Paterno (Lauren- 
tum): Amelung, Vat. Kat. Гр. 445 по. 197 pl. 46; Helbig* I по. 

, 331. The Hope bust was later Humbert & Flint, lot тї 34. 

4 The Medusa head was later Humbert & Flint, lot 1138. 

* Above, p. 47 n. 56. The second copy of this statue may also have 
been moved to the Deepdene, to be displayed in the so-called 
Temple or Studio (see p. 56). 
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FIGURE 6 


Plan of the Sculpture Gallery, Deepdene, 1824-31 


copied from an original in the Vatican; candelabrum 
no. 73. On the near side of this, not drawn by the artist, 
was the statue of Zeus no. §, described by Neale as 
“Augustus, the eagle at his feet.” 

At the end of the Gallery from which the water- 
colour was painted, there were “two antique Corint- 


hian columns, and their capitals, of marble”, one in 
each corner, while between them in the time of Prosser 
there was placed “within the semi-circle at the west 
end” the statue of Pothos no. 9, interpreted then as 


% Zeus of Otricoli: Helbig* I по. 33. The Hope bust was later 
Humbert & Flint, lot 1140. 
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Apollo Sauroctonus, flanked by “Egyptian figures in 
dark-veined marble.” | 

Additional modern sculptures placed along the side 
walls by the time of Prosser’s account in 1828 were: on 
the left, beyond Pisani’s Apollino in the far corner, “a 
bust of Mr. Hope’s son,” which son is not stated, but 
probably the bust was one of those commissioned from 
Thorvaldsen іп 18177 and next to this “an eagle, in 
white marble” (by D’Este, previously in the Ante- 
Room at Duchess Street). Between the further can- 
delabrum no. 75 and the Satyr no. 25, was placed 
another newly arrived “marble bust of Mrs. Hope by 
Thorvaldsen”, instead of the Eros and Psyche no. 29, 
previously in this place. This was moved to the south 
side of the Gallery, displacing the Medusa head in the 
far corner. 

Finally along the centre of the Gallery were dis- 
played three “striking objects”, as they are described 
by Neale and Prosser, none of which is likely to have 
been ancient: a large marble tripod; a sepulchral casket 
or cippus, no. 104; and an elaborate tazza supported by 
four winged horses, no. 103. While the placing of these 
objects may simply have been for decorative effect, the 
sepulchral cippus, so much admired by Neale, Prosser, 
and later by Britton, occupied in fact the centre of the 
Gallery, guarded by the adjacent busts of Roma and 
Jupiter, and flanked by symbols of ancient sacred 
ritual, the tripod and the tazza. Moreover it was appa- 
rently in the form of a child’s sarcophagus, decorated 
with erotes or children holding garlands within which 
were Medusa-heads. Would it be too fanciful to see in 
this a reference to Hope’s recently deceased son Char- 
les, whose cenotaph, a term used to describe this object 
by Britton,” would thus form the centrepiece of, and 
inspiration for, the entire Gallery? Such an interpreta- 
tion might account for the presence in the Gallery of 
two busts of Mrs. Hope his mother, and a bust either of 
Charles himself or of his elder brother Henry Thomas. 
It would not be unreasonable then to look for approp- 
riate symbolism among the other sculptures: the 
Aphrodites and the Eros and Psyche, the Apollos and 
the candelabra, might symbolize love and everlasting 
light; while the numerous figures personifying the 
spirit of the woodland and country, Pan, satyrs and 
silenoi, might refer to the final resting-place of the boy 
deep in the rich countryside of the estate. It is surely 
not coincidental that Ackermann, writing at the time 
that the Sculpture Gallery was being built, says: “In 
traversing these ever-varying, ever-beautiful grounds, 
will be found a spot where repose two"? youths, sons of 
Mr. Hope, who constructed here a Mausoleum: it is 
capable of containing twenty bodies. A noble simplic- 
ity pervades it, and the scene is such as tends to heal the 
wounded feelings of the heart, and to make it bow with 
resignation to the decrees of Providence.” Similar 
sentiments may lie behind the painted portrait of Char- 


les as a Youthful Bacchant by Sir Thomas Lawrence.” 

The second room for ancient sculptures in Thomas 
Hope’s new wing was the Theatre of Arts (Pl. 41), 
marked Q on the plan (Fig. 5), called less correctly an 
“Amphitheatre” by Westmacott and by Britton and 
Pugin. This opened off the western end of the Conser- 
vatory, and its design was based on the semi-circular 
plan of the ancient Roman theatre, into the shape of 
which Hope had earlier carried out research.” Its roof 
was a light half-dome decorated with timberlike lattice 
work, while the facade on to the garden was in a style 
that came half-way between Gothic and Tudor, the 
emphasis being on triangular-headed doors and win- 
dows. The curiosity was that this tiny theatre was 
entirely given over to the display of antique sculptures 
— statues, busts, and cinerary urns — placed in niches or 
set in tiers around a floor that was partly composed of a 
mosaic from Hadrian’s Villa. 

Although the water-colour by Williams (Pl. 41) does 
not give a complete view of the interior, and Neale and 
Prosser do not, for once, go into detailed description, it 
has been possible to retrieve the complete arrangement 
of the sculptures thanks to the captions to Hope Marb- 
les, the manuscript inventory in Yale by John Britton, 
and the later description in Brayley-Britton (Fig. 7). 

There were five niches set into the back wall of the 
Theatre. These contained the following statues, work- 
ing round from the entrance from the Conservatory: 


% These may have been the black basalt figures sold at Christie's, 
24th July 1917, lots 173-4; illustrated in Hope Marbles, pl. (31). 

47 Above, р. 49 п. 69. According to Brayley-Britton, р. 86, there 
were busts by Thorvaldsen of Henry Thomas, Charles, and 
Adrian Hope. 

88 Brayley-Britton 86. 

° Who the second dead son may have been is something of a puzzle, 
but that there were two is confirmed by Neale p. 4, and ]. Britton, 
Autobiography, part II, appendix, p. 126. Either there must have 
been an otherwise unrecorded fifth son who died in infancy, or 
there is confusion here with the daughter (above, p. 37 n. 12). In 
any case there is no doubt the Mausoleum was primarily built to 
receive the remains of Hope's “ever-lamented son Charles”, 
beside whose body he requested in his will that his own be placed. 
Cf. Watkin 27 n. 111. 

The Mausoleum still survives on the edge of what is now Betch- 
worth golf course, its stone pediment rising from a mass of earth 
that was heaped in the entrance in 1957 to prevent vandalism. Cf. 
Mercer 121. 

% К. Ackermann, The Repository of Arts, Literature, Fashions, Man- 
ufactures &c, Third Series, vol. I, June ıst 1825, no. VI, p. 3. 

?' Brayley-Britton 87, then displayed in the Principal Dining Room. 
Bought in 1917 by the Duke of Newcastle for 4,600 guineas (Law 
31). On loan to the City Art Gallery, Birmingham from 1958: K. 
Garlick, Catalogue of tbe Paintings etc. of Sir Thomas Lawrence, 
Walpole Society, vol. 39 (1964) 198; but subsequently withdrawn. 

9 This was part of an attempt to influence the design of English 
theatres: see The Director (1807) I 171-6, 240-7; II 329-36; and a 
letter in Belle Assemblee (1809) III 96. 
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Plan of the Theatre of Arts, Deepdene, 1824-31 


1, peplophoros no. 18, formerly in the Picture Gallery 
at Duchess Street; 2, Venus Marina no. 14; 5, on the 
central axis, Apollo no. то; 4, Bacchante no. 20; and 5, 
Aphrodite no. 12, these last two statues having previ- 
ously been displayed in the Picture Gallery at Duchess 
Street. 

Below them was a row of busts, called the second 
row by Britton (the niches counted as row one). These 
were, in similarly numbered sequence: 1, terminal head 
of Dionysus, probably no. 44; 2, Septimius Severus no. 
55; 3, small draped bust, not identifiable; 4, Lucius 
Verus no. 56; 5, ‘Roma’ or Agrippina (by process of 
elimination), nos. 42 ог 51; 6, on central axis, Antinous 
no. 52; 7, ‘Roma’ or Agrippina; 8, Antoninus Pius no. 
53; 9, satyr no. до; ro, Faustina по. 54; 11, terminal 
head of Dionysus, no. 43. The small bust in place 3 is 
not identifiable in any later sale: it may have been one of 
the *four very small busts" mentioned at Duchess 
Street by Westmacott. The Yale inventory leaves this 
place blank, as it does also places 5 and 7. According to 
Brayley-Britton, the busts included Agrippina and 
Roma, and these are the only spaces available for them. 

The lowest tier, called row three, was given over to a 
display of cinerary urns and vases, except for a head at 
each end: г, head, not identifiable; 2, cinerarium по. 
81; 3, cinerary urn по. 88; 4, basket cinerarium no. 85, 
resting on decorative plinth, and supporting small 
double-herm по. 63; 5, cinerary urn no. 90; 6, on the 


central axis, cinerarium no. 86; 7, cinerary urn no. 86; 
8, cinerarium no. 82; 9, cinerary urn no. 87; ro, 
cinerarium no. 83; and 11, so-called ‘head in sugar-loaf 
сар”, probably no. 47. 

The guiding principle in the arrangement, apart from 
separation of the three main categories, statues, busts, 
cineraria, was that of symmetry. In the niches the single 
male statue of Apollo was flanked by two female 
statues each side. In the second row, the largest bust, of 
Antinous, occupied the axis, and the other busts were 
paired either side of it, according to size, sex or iden- 
tity. There was a similar alternation of cineraria, vases, 
semi-circular urns and heads in the third row. 

Neale and Prosser state that in the centre of the floor 
there was a marble tripod, “the sacred symbol of the 
ancients," in fact no. 79 and 99, but this is omitted from 
the water-colour. At a later date, around 1845, accord- 
ing to Brayley-Britton, a marble copy of the Florentine 
boar by Bartolini was also placed here, having been 
removed from the Orangery or Sculpture Room. 

A few minor antiquities were also displayed in a 
small room between the Theatre and Sculpture Gallery, 
which was entered from the Conservatory. Marked on 
the plan, but not identified by letter (Fig. 5), it is 
referred to simply as a recess by Prosser, but as a closet 


93 Illustrated in Hope Marbles, pl. 9, here Fig. гу, but not likely to be 
ancient. 
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by Britton. Here, in addition to Thorvaldsen’s allegori- 
cal relief inscribed ‘А Genio Lumen’, were the 
following pieces: cinerary urn no. 91; helmeted head, 
perhaps the Athena no. 42, temporarily removed from 
the Theatre; head with curly hair and moustache, no. 
60; lotus vase no. 101; and fragments of capitals of 
columns ес. 

The two rooms devoted to non-antique sculptures 
were at opposite ends of the wing. At the farthest 
extremity beyond the Theatre was a small room, 
marked R on the Plan (Fig. 5), called by Hope a Small 
Temple, by Neale and Prosser The Studio, “from 
whence,” says Neale, “is a most beautiful view of the 
whole length of the Conservatory, seen in perspective. 
In a niche is a fine marble statue of the Venus de’ 
Medicis. Other objects of curiosity in this room are, a 
small statue of Bacchus in dark veined marble — two 
bronze tripods ~ a basso rilievo — candelabra and vases 
of Greek and Egyptian workmanship.” Although no 
drawings were made of this room, the beautiful view 
remarked on is in fact that painted by Williams (PI. 41), 
looking through the adjoining Theatre towards the far 
end of the Conservatory and the statue of Psyche by 
Thorvaldsen. 

Just beyond the statue of Psyche was the second and 
more important room for the display of non-antique 
sculptures, marked W on the plan (Fig. 5), and called by 
Hope an Orangery and Sculpture Gallery, a Sculpture 
Room by Neale and Prosser, and later the Garden 
Saloon by Michaelis.” Irregular in plan, and finished 
externally in the Gothic style (Pl. 42, 1), this room 
effected the transition from the main part of the house 
to the 45 degree angle of the new wing. Here, beside the 
orange trees, was the following display of sculptures, 
according to Prosser in 1828: “In the centre is a copy of 
the Florentine Boar, one of the five celebrated animals 
of antiquity, of which it is impossible to speak in terms 
of sufficient praise; sculpture is in this figure carried to 
the highest perfection. Beside the boar is a statue of the 
Gladiator, in bronze; behind which, in a circular 
recess, is an Egyptian figure in alabaster fureto. On 
each side, and on pedestals ranged in order against the 
sides of the apartment, are antique china jars, &c. In a 
semicircular recess at the other end of the room is a 
colossal marble statue of Jason, by Thorvaldsen: near, a 
table inlaid with variegated marbles."? The recess in 
which Thorvaldsen’s Jason stood was probably the one 
opposite the doorway from the garden: later, after 
1849, it was occupied by the Hope Athena, no. 1, 
which was displayed in this room at the time of 
Michaelis’ visit. 

These were the rooms which made up Thomas 
Hope’s new wing of 1823, and the mixture of ancient 
and modern sculptures they contained. Varied though 
their shapes and contents were, the underlying concept 
was the same, the juxtaposition of art and nature. The 


unifying element was the Conservatory, filled with the 
choicest and most exotic plants, from which doors led 
to all the different Sculpture Galleries, while the dis- 
play of sculptures in the Theatre and Orangery was 
designed to be seen by a visitor entering from the 
garden. ; 

The display of sculptures was by no means confined 
to the new wing at the Deepdene. It is clear from the 
description by Maria Edgeworth, quoted above (p. 52), 
and from the account of Neale, that many other sculp- 
tures were distributed throughout almost all the main 
reception rooms of the house. Of the rooms described 
by Neale, we may single out the Entrance Hall, marked 
A on the plan (Fig. 5), which was to assume so great an 
importance later for the display of the Hope sculptures. 
In its original form of 1826 this was a relatively modest 
room, but even so it contained “several marbles and 
specimens of sculpture, arranged in order against the 
sides of the apartment." Those specified by Neale 
include the copy of the bronze boy Adorant in Berlin 
opposite the main entrance, and a copy of Canova's 
Venus at Duchess Street, placed opposite the door of 
the staircase. From the beginning it is probable also that 
there were a few antique sculptures here, including the 
two statues believed to represent priestesses, nos 17 and 
19. It is noteworthy in this respect that a design for an 
Entrance Hall by Hope and Atkinson of c. 1826-31, 
which was apparently never carried out,’ shows three 
priestess-like figures placed in niches above the stair- 
case. The only other antiques mentioned in Neale's 
account of the Entrance Hall in 1826 are four Corint- 
hian columns of antique marble (although one was 
apparently modern) in the angles of the Hall, support- 
ing vases on their capitals. 


* Now in Copenhagen, Thorvaldsen's Museum, no. 518a. The 
subject-matter according to Brayley-Britton, p. 86, is: Genius 
pouring oil upon a lamp, whilst History is recording the triumph 
of Industrial Art. Cf. Watkin 37, pl. 7. 

э This is the list given by the Yale Inventory, c. 1841. 

Michaelis 290. 

7 The copy of the Florentine boar was by Bartolini, and was later 
Humbert & Flint lot 1171, and Spink, Exhibition (1919) по. 75; 
the bronze Gladiator was a copy of the Borghese Gladiator, and 
later Humbert & Flint lot 1197; the Egyptian figure was probably 
Christie's, 23-24 July 1917, lot 260, pl. 21; an Empire creation 
purchased by Cory for £136. 10s. The Jason by Thorvaldsen was 
Humbert & Flint lot 1168, and is now in Thorvaldsen's Museum, 
Copenhagen, no. 51. Cf. Watkin 37, pl. 9; J. B. Hartmann and K. 
Parlasca, Antike Motive bei Thorvaldsen (1979) 48—56, pls. 9, 11. 

98 Watkin 183-4, pl. 83. 


7. The Hope Collection of 
Sculptures under Henry 
Thomas Hope, 183 1-62 


When Thomas Hope died on 2 February 1831, he left 
his two great houses and his entire artistic collections 
to his eldest son Henry Thomas Hope (1808-62). His 
wife, Louisa, who was to have use of the Deepdene 
for life, renounced this in favour of an alternative 
bequest of £12,000, and two years after Thomas’ 
death she remarried, taking as her second husband 
her cousin Field-Marshal Lord William Beresford.*? 

Henry Thomas Hope, who was then just twenty 
three years old and recently launched on a political 
career, was to become an important and influential 
figure in early Victorian society, even if he never 
quite realized his early potential. From 1833-41 and 
again from 1847-52 he was a Conservative Member 
of Parliament for the city of Gloucester, and he 
became a close friend of Disraeli, and an enthusiastic 
adherent of his Young England movement which 
used to meet regularly at the Deepdene.'” Disraeli 
himself sanctioned the friendship and its influence by 
dedicating his political novel Coningsby (1844) to 
Henry Hope, explaining that it was “conceived and 
partly executed amid the glades and galleries of 
Геердепе.”!% In an encomium of Henry Thomas 
Hope written in 1858, upon his retirement as Chair- 
man of the Eastern Steam Navigation Company, 
which had just built Brunel’s steamship the 
Leviathan, we learn of his other attainments.” Не 
had, like his father, been Vice-President of the Soci- 
ety of Arts, was one of the founders of the Art- 
Union of London in 1836, and of the Royal Botanic 
Society, and took an active part іп the arrangements 
of the Great Exhibition of 1851. He was a magistrate 
of Surrey, and after retiring from active politics, 
became a Vice-President of the Surrey Archaeological 
Society, and devoted his “taste and wealth... to the 
improvement of his estate of Deepdene... as well as 
adding to its stores of classic art.” 

Henry Thomas Hope’s personal and family rela- 
tionships ran a somewhat less smooth course. For 
many years he had a French mistress, Anne Adele 
Bichat, whom he eventually married in 1851 some 
ten years after the birth of their only daughter, Hen- 
rietta Adela. With his mother and brothers he was 
involved in bitter feuds and quarrels, which 
developed into protracted litigation, concerning the 
huge fortune left in 1839 by Henry Philip Hope, 
Thomas’ favourite brother, particularly with regard 
to ownership of a large quantity of jewels, including 
the famous Hope blue diamond. It is against this 
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background that we must view changes made in the 
display of the Hope sculptures. 

There is no doubt that Henry Thomas Hope took 
a keen interest in the works of art that he had inher- 
ited, but he was no conservationist and in the course 
of the next thirty years he proceeded to undo his 
father’s work Бу demolishing completely one of the 
houses, Duchess Street, and comprehensively remod- 
elling the other, the Deepdene, whose sculptures he 
redisplayed with a heavier touch. 

His first act was immediately to dismantle Thomas 
Hope’s new display in the Sculpture Gallery at the 
Deepdene. Considering the amount of time and 
effort that had been devoted to its creation, this 
seems an astonishing thing to do. Yet it is certain that 
it was done. Already by 1833, when Clarac visited 
the house at Duchess Street, most of the statues from 
the Sculpture Gallery at Deepdene had been returned 
there, re-joining those which had never left London. 
Those returned were the following: Pothos no. 9; 
Aphrodite no. тт; Silenus as Heracles no. 22; Seated 
Silenus no. 23; Seated Satyr по. 24; Satyr по. 25; 
Eros and Psyche no. 29; and Pan no. 30.'% The 
residue of sculptures from the gallery remained at the 
Deepdene, but they were transferred to the display іп 
the Entrance Hall where they were recorded c. 1841 
by John Britton, who reported that the Sculpture 
Gallery was “at present little used.”'° The reasons 
for this precipitate action can only be guessed at. It 
may be that he thought his father had unnecessarily 
denuded the galleries at Duchess Street, and that he 
wanted to restore them to their former splendour in 
order to provide suitable settings for the magnificent 
dinners and dances which he continued to give there. 
Disraeli is yet another famous name who, in 1834, 
records how he danced in the Sculpture Gallery." 
Or, it may be that he wanted to create storage space 
at the Deepdene while rebuilding was carried out. 
On the other hand, the Sculpture Gallery at Deep- 
dene was not itself directly affected by the rebuilding 
programme as was for example the Orangery, and it 
almost appears that Henry Hope had an antipathy to 
it. It may be, as suggested above (p. 54), that the 


9 Law 69, 106; Watkin 27-28; Mercer 121. 

ю C. В. Dod, Dod's Electoral Facts 1832-1853 Impartially Stated 
(1853; reprinted by Harvester Press, Brighton, 1972) pp. 126-7; 
W. F. Monypenny, The Life of Benjamin Disraeli Earl of 
Beaconsfield vol. ЇЇ (1912) 194. 

< Monypenny, op. cit. 197; Watkin 187. 

102 The Illustrated London News, April 3, 1858, p. 352. 

о) The sorry saga is told in detail by Law 114-119. 

'^* For Clarac, see above р. 39, with n. 22. For the sculptures which 
had all the time remained at Duchess Street, see above, р. 50. 

© Brayley-Britton 86. 

16 Гота Beaconsfield’s Correspondence with his Sister 1832-52 
(1886) 24; Law 107. For earlier such references, see above, p. 48, 
nn. 64-65. 
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display was after all a memorial to the dead Charles, 
and that Henry Hope was resentful of it. 
Remodelling of the Deepdene took place between 
about 1836 and 1841, in the course of which Thomas 
Hope’s picturesque Regency house was converted 
into a grandiose Italian palace (Pl. 43; Fig. 8). The 
most important addition was an imposing arcaded 
Entrance Hall with balustraded galleries, built over 
the former entrance courtyard. In addition extra 
storeys were added to the rest of the house, and the 
new Entrance Front with its Italianate stone facade 
included a recessed colonnade or loggia, and was sur- 
mounted by two small square belvederes, which 
replaced Thomas Hope’s Lombardian tower. Deep- 
dene now reached the form it retained until its des- 
truction in 1969 (Pls. 44-45). Work may have been 
stimulated by a legacy of £193,000 which Henry 
Thomas, like his brothers, inherited from his Uncle 
Adrian Elias, who died intestate in 1834.77 It was in 
the period 1834-1838 that the grounds of Deepdene 
were almost doubled in size by the purchase of 
neighbouring estates to the east and north,'^* and we 


learn from Loudon in 1836 that ‘extensive improve- 
ments’ were underway at the Deepdene.'” By the 
time of Disraeli’s stay there in October 1840 they 
were well advanced. He records that: “In the midst 
of romantic grounds and picturesque park Hope has 
built, or rather is still building, a perfect Italian 
palace, full of balconies adorned with busts. On the 
front a terraced garden, and within a hall of tesselated 
pavement of mosaics, which is to hold his choicest 
marbles.”""° The plan of the Dutch architect, A. 
Roos, survives at Yale and is dated 1841, which may 
be taken roughly as the date of completion'"" (Fig. 8). 


‘7 Law 113. Adrian Elias Hope left more than one million pounds, 
of which £500,000 went to his brother, Henry Philip Hope. 

8 Mercer 123. 

'9 Gardner’s Magazine, vol. XII (1836) 621. 

по Lord Beaconsfield’s Correspondence with his Sister 1832-52 
(1886) 164. 

"т Yale Center for Studies in British Art, Hope Architectural Col- 
lection, Box: Deep-Dene I, Mount 5. Cf. J. Harris, Arte Шиз- 
trata 55-56 (1973) 330. This plan differs in several respects from 
the suggested plan of Deepdene in 1840 published by Watkin 181 
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FIGURE 8 


Plan of the Deepdene, as rebuilt in 1841 


А good impression of the new Entrance Hall is 
conveyed by the steel engraving accompanying the 
account іп Brayley-Britton (Pl. 43, 2). It was nearly 
square, measuring fifty feet by forty-five feet, and 
was surrounded by an arcade of six arches on three 
sides, while a double stair-case rose up on the fourth. 
Above the arcades were galleries supported by scag- 
liola columns of the Corinthian order, while in the 
centre of the coffered ceiling was a skylight made up 
of compartments of dulled glass. Sculptures were 
placed on high pedestals between the arches on the 
ground floor, or on lower pedestals between the col- 
umns of the galleries. Secondary objects were dis- 
played against the walls of arcades and galleries. 

A glance at the sculptures illustrated in Pl. 43, 2 
reveals that Henry Thomas Hope’s ‘choicest marb- 
les’, referred to by Disraeli, did not include the 
ancient sculptures. Those shown at ground-floor 
level are, from left to right: the Aurora and Cephalus 
by Flaxman, the copy of the Apollo Belvedere also 
by Flaxman, a duplicate of Canova’s Venus probably 
by Bartolini, a copy of the Belvedere ‘Mercury’ or 
Antinous by de Vaere, and the Shepherd and Dog by 
Thorvaldsen." The only antique sculpture visible is 
the Zeus no. 5 on the extreme right, and it is clear 
from Brayley-Britton’s account that this was the only 
one there, for on the side from which the illustration 
was drawn were other copies, including the marble 
Medici Venus and Apollino by Pisani, the bronze 
gladiator, and a bronze copy of the Silenus and Bac- 
chus."? Likewise at gallery level none of the sculp- 
tures illustrated is an antique. Those displayed 
include the ‘Bronze Genius’ or Adorant, who had so 
annoyed Miss Edgeworth, the busts of Jupiter and 
Roma from the old Sculpture Gallery, and the Eagle 
by D’Este. There were a few other antiques in the 
Entrance Hall, but they were placed in the second 
rank against the walls and are not visible in this illust- 
ration. From the lists in the Yale Inventory and Bray- 
ley-Britton it is evident that they were the residue 
from the former Entrance Hall and the Sculpture 
Gallery: statue of ‘Isis’ no. 17; ‘priestess of Isis’ no. 
19; candelabra nos. 73-75; column supporting vase, 
поз. тоў and 89; large tazza, по. 103; and two pairs 
of columns, nos 108, 109. 

The only major display of ancient sculptures at the 
Deepdene in the period 1831-49 was, therefore, 
Thomas Hope’s Theatre of Arts. Despite its omission 
from Roos’ plan (Fig. 8) we know from Brayley- 
Britton that this remained untouched, although Bar- 
tolini’s copy of the Florentine boar had been brought in 
as a centrepiece."^ How the ancient sculptures may 
have been displayed at Duchess Street in this period we 
have no information. Waagen visited the Galleries in 
1835, but does not go into detail, and he appears to have 
been less than impressed by the sculptures he saw: “the 
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antique sculptures аге, for the most part, much disfi- 
gured by indifferent restorations, and also there is 
much that was originally of little value.” He singles out 
as “the most remarkable” the Minerva, Hygieia, Antin- 
ous, and Apollo with Hyacinthus, “yet the Minerva 
appears to me not entirely to deserve its high reputa- 
поп.” 

The second period of Henry Thomas Hope’s care of 
the Hope collection commences in 1849, when he took 
the decision to build himself a new London town- 
house to replace the mansion at Duchess Street. A 
French architect, P. C. Dusillon, was commissioned to 
design the house at 116, Piccadilly, which was built 
between 1849 and 1851.'' The ill-deserved fate of 
Thomas Hope’s Duchess Street mansion, which had 
been one of the sights of London for half a century, was 
to be sold for demolition, also in 1851.7 Тһе reasons 
for this major change are not known, but it may not 
have been fortuitous that it was in 1849 that the long 
drawn out law-suit with his mother and brothers at last 
came to an end by an arrangement under which Henry 
Thomas acquired the Hope blue diamond and seven of 
the other principal jewels which had formed part of the 
estate of his Uncle Henry Philip Норе.""* Watkin sees 
the replacement of one London town-house with 


fig. 20. Most important is the conversion of Thomas Hope’s 
polygonal Orangery and Sculpture Gallery into a suite of private 
apartments for Henry Thomas Hope. Thorvaldsen’s statue of 
Jason, which was formerly displayed here, had been moved back 
to Duchess Street by 1835 as we know from Waagen, Kunstwerke 
II 138. Later the Orangery was converted back into a Sculpture 
Gallery, for it was here that the Hope Athena and many of the 
decorative sculptures were displayed at the time of Michaelis’ 
visit. For some reason Roos’ plan does not include the Theatre of 
Arts and Studio or Temple beyond the Conservatory, although it 
is certain from Brayley-Britton’s account that this complex sur- 
vived at this period. 


` For Flaxman's Aurora and Cephalus, see above, р. 47 п. 59. For 


his copy of the Apollo Belvedere and de Vaere’s Belvedere “Мег- 
cury’, formerly displayed in the Ante-Room at Duchess Street, 
see above, p. 47 n. 56. Thorvaldsen’s Shepherd and Dog is now in 
the Manchester Art Gallery: see T. Clifford, The Connoisseur, 
September 1970, pp. 12-16. 

Brayley-Britton 85. The statues by Pisani had been previously 
displayed in the Sculpture Gallery at Deepdene, see above, p. 52, 
nn. 81, 84. The bronze Gladiator was formerly in the Orangery, 
see above, p. 56, n. 97. 

Brayley-Britton 87. 

"5 С. Е. Waagen, Works of Art and Artists in England (London, 
1838), II, 324-5; this was a translation of his Kunstwerke und 
Künstler in England (Berlin, 1837-8), II, 135-6. The description 
of the Hope collection in the second edition, Treasures of Art ın 
Great Britain П (1854) 112-3, essentially follows the wording of 
the first edition. 

The Builder, УП (1849) 393-4, 498-9, 534; J. Timbs, Curiosities 
of London, new ed. (1867) 551; Н. В. Hitchcock, Early Victorian 
Architecture in Britain (1954) 209-10, pl. VII 17. Construction 
was supervised by Thomas Leverton Donaldson (1795—1885). 
This house was in turn destroyed in 1936. 

"7 Watkin тоо п. 20, and 189-96, citing St. Marylebone rate-books. 
"* Law ико. 
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another as an instance of the up-to-the-minute con- 
noisseurship ingrained in the Hope family,'’? but one 
cannot help wondering also if there were not an ele- 
ment of vindictiveness, of what Mrs. Law calls, with 
reference to an earlier occasion, an anxiety “to assert his 
position as a Hope against the Beresford influence in 
the family.”'*° 

The sale and demolition of the Duchess Street man- 
sion was the occasion for the transfer of virtually the 
whole artistic collection to the Deepdene, where it was 
re-united for the first time since 1824. This transfer 
apparently took place in the first half of 1849, for it is 
recorded as a fact by John Britton in an account dated 
roth July 1849,7! and in October of the same year there 
was a sale of a few random Hope vases and bronze 
figures, that presumably were not wanted.” One or 
two antique busts may have been retained in London to 
form a display in the new town-house together with 
other antique sculptures acquired by Henry Thomas 
Hope, as suggested іп an account of 1858,'* but apart 
from these all the ancient sculptures were removed to 
the Deepdene, and so too were the Greek vases. 

The vases were displayed in a room leading off the 
Library that came to be known as the Etruscan 
Room."* This room was an addition by Thomas Hope 
in the period 1826-31, partly occupying the site of the 
former servants hall’ (Fig. 8). No detailed account 
survives for the placing of the ancient sculptures at this 
date, 6 but there is little doubt that they now occupied 
more or less the positions in which Michaelis found 
them at the time of his visits, the first of which was in 
1861, a year before Henry Thomas Hope's death. 
Most were accommodated in the great Entrance Hall, 
the large statues being set up in previously empty 
arches alongside the Neo-Classical sculptures and the 
marble and bronze copies, while the secondary sculp- 
tures were placed either in the corridors or in the 
galleries. It was probably at this time that the Hope 
Athena, no. r, was given a special display in the 
Orangery or Garden Saloon, occupying the niche 
opposite the entrance from the garden, in which 
Thomas Hope had once placed Thorvaldsen's Jason. 

Most doubt surrounds Thomas Hope's sculpture 
and conservatory wing of 1823, whether Henry 
Thomas Hope retained it during this period and reused 
the Sculpture Gallery, or whether he was now respons- 
ible for its final demolition which certainly occurred 
sometime in the period 1849-1869. The first edition of 
the 6 inches to 1 mile Ordnance Survey Map of Surrey, 
surveyed іп 1869–70, shows Deepdene to be without 
this wing.7* It is perhaps more likely that Henry 
Thomas Hope would have been responsible for this 
substantial act of demolition rather than the widowed 
Mrs. Hope after 1862, but if so, it does not show up in 
the surviving ratebooks for the Deepdene."? A clue 
may be provided by an account in the Illustrated Lon- 


don News in July 1857 of the fourth Annual General 
Meeting of the Surrey Archaeological Society which 
was held at the Deepdene.'*? This states that Bartolini's 
copy of the Florentine boar now formed the centre- 
piece of the Entrance Hall, which it describes as being 
*enriched with statues and antique busts." Both the 
Florentine boar and the antique busts had previously 
been in the Theatre of Arts,’ and it strongly suggests 
that this was no longer in existence. 

It remains to consider the additions which Henry 
Thomas Hope made to the Hope collection of ancient 
sculptures. These can be deduced by a process of elimi- 
nation, subtracting the sculptures acquired by Thomas 
Hope from the grand total sold in 1917, as a result of 
which the following may be said to have been acquired 
by him: statue of Heracles no. 4; statue of Aphrodite 
no. 13; statue of Hermaphrodite no. 16; statue of 


пэ Watkin 190. 

полати з. 

"* J. Britton, Autobiography, Part П, Appendix, р. 123, “Some 
Account of Norbury Park, Surrey, written for а festive meeting at 
that seat, July то, 1849”. In a reference to the Deepdene, to the 
south of Norbury, he says: “The present Mr. Hope has made 
greater additions to the mansion, and has concentrated within it a 
large collection of ancient sculpture, a great variety of Greek, 
Etruscan and Roman vases, and also many fine pictures and 
choice books, from his town house, in Duchess Street.” 

"* Archäologischer Anzeiger, in AZ 7 (1849) 97-102; Tillyard 2. 
"з The Illustrated London News, April 3, 1858, p. 352: “Upon the 
taking down of the galleries in Duchess Street, the pictures, 
together with the collection of vases and other antiques, were 
mostly removed to the new mansion, built for Mr. Hope, in 
Piccadilly.” 
Tillyard 2. 
Called the New Ante-Room by Watkin, shown on his plan, fig. 
20, and well described at first-hand by him, pp. 180-181. 
=€ John Dennis, A Handbook of Dorking, 1st. edn. (1855) 87-95 
(reprinted by Kohler & Coombes 1974) gives an account of the 
Deepdene, and confirms the presence of “a noble gallery of 
sculpture” and “an admirably arranged collection of Etruscan 
vases”, but chooses not to go into detail. 
Michaelis, AZ 32 (1874) 15. 
Ordnance Survey Map, Surrey, 6” to 1 mile, Dorking, Sheet 
XXXIII, NE. The disappearance of the wing by this date is 
confirmed by the Deepdene estate plan of c. 1870, Surrey Record 
Office, Acc. 1199, illustrated by Mercer 122, fig. 4. Watkin, р- 
191, speculated that it might have survived until 1895. 
A full series no longer exists in the Surrey Record Office, Kings- 
ton, but there are individual ratebooks for the years 1839-41 (LA 
4/6/2), 1847 (LA 4/6/3), 1856 (LA 4/6/4), 1869 (LA 4/6/5) and 
1870 (Acc. 1358/4/3). These show that between 1839 and 1856 the 
rateable value remained constant at £394.5.0. while the rates paid 
in 1847 and 1856 at 2/- in the £ were £39.8.6. There was a 
revaluation in 1867 (SRO, Acc. 1358/4/41 a), when the rateable 
value was increased to £590, and this is the amount recorded also 
for the years 1869 and 1870. This ought to pin the demolition of 
the wing down to the period 1856-1867, but it is uncertain how 
secure the negative evidence of ratebooks is. 

The Illustrated London News, 4 July, 1857, р. 22. There are 

further accounts of this meeting in J. Dennis, A Handbook of 

Dorking, 2nd. edn. (1858) 96; and Surrey Archaeological Collec- 

tions 2 (1864), рр. xvii-xx; cf. Mercer 123, n. 75. 

See above, pp. 54—55. 
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peplophoros no. 21, with head of ‘Sappho’ no. бо; 
statue of Roman boy no. 33; perhaps the statuette of a 
draped woman, no. 34; draped female and youth no. 
35; Statuette of Athena no. 38; statue of youth no. 39; 
head of Meleager no. 41; perhaps female heads, nos. 48 
and 49; perhaps head of Roman, no. 60; head of Cicero 
по. 61; L. Verus no. 62; various busts and heads, nos. 
67-69; marble relief, no. 71; cinerarium no. 84; 
perhaps some of the tazze, such as nos. 98, 100 or 102; 
and the table legs, no. 113. Altogether, some nine 
statues, nine heads or busts, and sundry fragments and 
decorative pieces. Even if we are not correct in ascrib- 
ing all these sculptures to Henry Hope, he was evi- 
dently a serious collector, and the list is a testimony to 
the genuine interest he felt for the sculptures which he 
inherited from his father. 

Unfortunately we have practically no information as 
to where or when he acquired these sculptures, and, 
more seriously, none of them was illustrated before the 
twentieth century, with the result that some never have 
been at all. It is noteworthy also that none of the statues 
and only a few of the busts and fragments were 
recorded by Michaelis when he visited the Deepdene in 
1877.3 This very much suggests they were not there at 
the time, and it is likely that they formed a separate 
display in the new London town house on Piccadilly, 
for which there is some slight evidence." 

The appearance of the Hope Collection was very 
different in 1862 compared with what it had been in 
1831. Henry Thomas Hope had sold very little, and 
none of that of consequence, and had been at pains to 
increase the collection. But if he felt concern for the 
individual sculptures, he showed none for his father’s 
galleries and careful displays, which he completely dis- 
mantled. By 1862 no trace remained of Thomas Hope’s 
arrangements either at London or at the Deepdene. 
Perhaps we should leave the last word on Henry 
Thomas Hope with his lifelong friend and political 
colleague, Benjamin Disraeli, who compares the con- 
duct of the Hope family unfavourably with that of the 
Rothschilds: 

“The greatest contrast was afforded between the pri- 
vate lives of the Rothschilds & the Hopes. The prosper- 
ity of the Rothschilds was as much owing to the unity 
of feeling which alike pervaded all branches of that 
numerous family as on their capital & abilities. They 
were like an Arabian tribe. The three brothers Hope, 
however, though the wealth of the whole family of 
Hope had become concentrated in them, were always 
at war. There were some famous jewels, which had 
belonged to their uncle Philip Hope, which were a 
fruitful subject of litigation. There was a blue diamond, 
that all the brothers wanted. They hated each other. 
Neither Adrian nor Beresford Hope, went to their 
brother’s bedside, though he was dying, & long dying, 
& had a couple of millions, at least, to bequeath. He left 
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it all to his French mistress whom he had married a few 
years before his death. 

Henry Hope had good abilities & was not incapable 
of affection, but suspicion embittered his life. It was his 
sovereign malady."':4 
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Those seen by Michaelis were: head of Meleager no. 41 (М. 16); 
head of Roman no. 60 (M. 31); Cicero no. 61 (M. 33); and marble 
relief no. 71 (M. 42). 

33 See above, n. 123. 

3% Disraeli’s Reminiscences, edited by H. M. and M. Swartz (Lon- 
don, 1975), 19-20. 


8. The Hope collection of 
Sculptures under Mrs. Anne 
Hope, 1862-1884 


When Henry Thomas Hope died in 1862, the care of 
the Hope collection passed to his widow, Anne 
Adele Hope, who continued to reside at the Deep- 
dene until her own death in 1884. It is apparent from 
guide-books to Dorking or Surrey written in this 
period that both house and collection were well- 
maintained and regularly open to the public. In 1876 
J. $. Bright writes: “Admission may be obtained to 
view the house during Mrs. Hope’s absence by appli- 
cation to the housekeeper, and the gardens may be 
seen under the guidance of the Head Gardener.” 
By 1883 we are informed that: “Grounds always 
open from то А. М. to 4 P. М. House shown when 
the family is away from home." 

What precise alterations Mrs. Hope made to the 
house we do not know, but that she made some is 
evident from the remark of Bright that: “Mrs. Hope 
has been constantly improving and embellishing the 
mansion by alterations in which refined perception 
and good taste have been equally apparent." This 
could be a reference to the demolition of Thomas 
Hope’s Conservatory wing, if that had not gone ear- 
lier.” It had certainly gone by 1869-70, in any case, 
and the further reference in Bright to a “Conservat- 
ory, rich in exotic ferns, and blooms of great variety 
of form and fragrance” must be to a replacement, 
perhaps the circular one to be seen in the photo- 
graphs of Deepdene in Country Life of 1899.'39 


135 J. S. Bright, Dorking, a History of the Town, 1st edn. (1876) 93. 

16 А. & С. Black, Guide to the County of Surrey, and edn. (1883) 
68. 

77 Bright, op. cit. 93. 

9% See above, p. бо. 

99 Country Life. vol. V, 1899, pp. 624-8. 
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For the state of the collection of ancient sculptures 
at this time we have of course the testimony of Adolf 
Michaelis himself. Having paid a first brief visit to 
the Deepdene in 1861, Michaelis made two further 
visits during the 1870’s. On the first occasıon ın 
1873, as he somewhat indignantly recounts,'* he 
failed to gain access at all to see the sculptures, pre- 
sumably because Mrs. Hope was then in residence 
and the rules of entry were rigorously applied. But 
on the second occasion, in 1877, he was able to 
examine the collection at leisure.'*' 

He found most of the ancient sculptures displayed 
in Henry Thomas Hope’s Entrance Hall, some on 
the ground-floor, “in the archways, before the pil- 
lars, and in the corridors,” others on the first-floor 
galleries. Altogether 27 of the 46 sculptures recorded 
by Michaelis were on view in the Hall. A further 
eight statues and busts (Michaelis, nos. 28-35), most 
of which had previously been in the Theatre of Arts, 
were placed in the first-floor colonnade of the south 
front, in the open but under cover, to which there 
was direct access from the gallery on the south side 
of the Entrance Hall. The other subsidiary display 
was in the Orangery, called now by Michaelis the 
Garden Saloon, where pride of place was given to the 
Hope Athena (no. 1; Michaelis 39). Many of the 
decorative sculptures, candelabra, cineraria and urns, 
were also now displayed here, having been removed 
partly from the Hall and partly from the Theatre of 
Arts. Two small statuettes and a terminal bust of 
Dionysus were in the Library (Michaelis, nos. 36-38; 
my nos. 27, 28, 44), and two other Dionysus terms 
were placed “before the South Front of the House.” 
(Michaelis, nos. 44-45; my nos. 43, 45). 

Looking in greater detail at the display in the Entr- 
ance Hall, Michaelis’ list represents some sort of 
sequence “beginning from the west side,” but 
because he does not give a full account also of the 
“masterpieces by modern sculptors” and “careful 
copies of celebrated antiques” which were still exhi- 
bited here, it is difficult to be certain which sculpture 
was placed where. The west side was technically the 
Staircase side, but because Michaelis calls the Entr- 
ance Front the South Front, the west side for him 
would be the one from which the view in Brayley- 
Britton is drawn (Pl. 43, 2). We may suppose that 
most of the large antique sculptures were placed in 
the archways along this side, extending round to and 
beyond the Zeus no. 5. The overall appearance 
would have been much the same as іп РІ. 43, 2, 
although rather more crowded. To judge from 
Michaelis’ account, ancient and modern sculptures 
were mixed indiscriminately. 

Michaelis knew that he had not seen one statue in 
the collection, the seated Satyr no. 24 (Michaelis 46), 
because this had been illustrated by Clarac, but he 


was unaware of the many other sculptures he had 
missed. Most of these had been acquired by Henry 
Thomas Hope, and are listed above (p. 61), where it 
is suggested that they probably formed part of a dis- 
play in the London town-house. But there were also 
sculptures acquired by Thomas Hope which 
Michaelis missed, in particular the following: Aphro- 
dite no. 12; Archaising Peplophoros no. 18; head in 
Phrygian cap no. 47; busts of Antoninus Pius no. 53; 
Faustina no. 54; Septimius Severus по. 55; Lucius 
Verus no. 56; Augustus no. 57; Nero no. 58; and 
Vitellius no. 59; and finally the colossal porphyry 
foot, no. 66. It is hardly likely that Michaelis would 
have missed all these sculptures at the Deepdene, 
unless they were in store there, and it is probable that 
these too formed part of the display in London. At 
some time these thirty or more sculptures, presumed 
to have been in London, were moved back to the 
Deepdene, because it was from there that they were 
retrieved for the sales in 1917. When this transfer 
took place is not known, but we may guess that it 
was in 1898 at the time of the sale of the collection of 
Dutch paintings from the London mansion." As the 
Duchess of Marlborough was then in residence at the 
Deepdene, it would not be surprising if sculptures 
sent from London were put straight into the sand- 
caves in the grounds, where they were discovered 
some twenty years later. 


мо AZ 32 (1874) 15-16. 

^! Michaelis 279. 

м2 A. Wertheimer, The Hope Collection of Pictures of the Dutch and 
Flemish Schools (1898). The compiler of Spink's 1919 catalogue, 
An Exhibition of Ancient Sculpture etc., р. 11 under no. 15, 
suggests, however, that the transfer took place “аБош forty years 
ago", i. e. c. 1880. 


9. The Decline of the Hope 
Collection, 1884-1917 


The death of Mrs. Anne Hope in 1884 marks the 
beginning of the decline of the Hope collection 
which was to end in the spectacular sale of 1917. She 
left her estates and property not to her only daugh- 
ter, Henrietta Adela, who was already Dowager 
Duchess of Newcastle, but to trustees for the use of 
her younger grandson, Henry Francis Hope Pelham 
Clinton.'# Henrietta Adela Hope had made an 
advantageous marriage in 1861 to Henry Pelham Ale- 


'5 Mercer 124 with n. 81. 


xander, who succeeded his father in 1864 as sixth 
Duke of Newcastle-under-Lyme, with his seat at 
Clumber Park in Nottinghamshire. They had two 
sons, of whom the elder, Henry Pelham Archibald 
Douglas, was born in 1864, and succeeded his father 
in 1879, to become seventh Duke at the tender age of 
fifteen. In the following year his mother Непнена 
was remarried to Thomas Theobald Hohler. The 
younger son, Henry Francis, was born in 1866, and 
was himself only eighteen when he became heir to 
the Deepdene and its collections of art. The aim of 
his grandmother, Mrs. Hope, was evidently to pre- 
serve the continuity of the Hope name at the Deep- 
dene, for her bequest was subject to the proviso that 
Henry Francis took and used the name and arms of 
Hope. He did so by Royal Licence in 1887 when he 
reached his twenty-first birthday, receiving as a result 
the unwieldy name of Henry Francis Hope Pelham- 
Clinton-Hope, which he preferred to shorten to 
Lord Francis Hope. 

It was Lord Francis Hope who had the doubtful 
distinction in 1917 of selling the Hope Collections, 
after a long and sorry story of financial mismanage- 
ment. Already by 1894 he had been declared ban- 
krupt. In 1898 the great collection of Dutch paintings 
was sold for £121,500; in August 1901 the Hope blue 
diamond realized £120,000; and there was a further 
order in April 1910 to sell paintings for £24,750." 

Because of these financial difficulties, it became 
necessary to let the Deepdene, and in December 1893 
a twenty-one year lease of it was taken by Lilian, 
Dowager Duchess of Marlborough, already twice- 
married and shortly to take as her third husband in 
1895 Lord William Beresford. Together they lived at 
the Deepdene until Lord Beresford’s death in 1900, 
after which Lilian remained there until her own death 
in January 1909.43 It was unfortunate that the 
Duchess of Marlborough’s lease gave her control of 
the contents of the Deepdene as well as the estate. 
Her interest was in shooting parties, balls and other 
entertainments. For art, and above all Classical art, 
she held a powerful dislike. During her reign from 
1893-1909 the Deepdene was resolutely closed to all 
uninvited visitors, particularly the academic variety. 
Adolf Furtwängler was amongst those who tried (in 
1895) but failed to gain entry. Even had access 
. been granted there would have been little to see. А 
rare photograph of the Entrance Hall in The Tatler of 
1908'7 reveals that almost all the sculpture had been 
removed. Only the Canova Venus remained on her 
plinth. Instead the Hall was crammed with furniture, 
carpets, pictures and hunting trophies. According to 
Tillyard,™® most of the sculpture was removed to ап 
ice-house which still survives in the grounds,'# but a 
good deal seems also to have been placed in the so- 
called sand-caves, from which many sculptures were 
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unearthed in 1917. These ‘caves’, which also still sur- 
vive, are in fact man-made tunnels which honeycomb 
the sand-stone hill behind the site of the house on the 
south side of the dene. We know from the accounts 
of John Evelyn and John Aubrey that they were first 
excavated с. 1652-1655 by the Hon. Charles How- 
ard, who may have used them for conducting chemi- 
cal experiments in which he was particularly in- 
terested.*5° 

After the Duchess of Marlborough’s death in 1909, 
the remaining five years of the lease were taken over 
by Almeric Paget, later Lord Queenborough, and for 
a few brief years until the outbreak of the First 
World War the Hope collection was again open to 
visitors and students. It was now, in 1912, that ТШу- 
ard conducted his researches on the Hope vases, 
and new photographs were taken of the Hope 
Athena which formed the basis of the long articles by 
Adolf Preyss.5* A visit was also paid in 1912 by 
Georg Lippold,’® as a result of which four sculptures 
were later included іп the Einzelaufnahmen photo- 
graphic series: the Meleager head no. 41; the two 
greyhounds, nos. 36 and 37; and the candelabrum 
no. 73. These were evidently seen at first hand, but 
the fact that no other Hope sculptures were described 
by him, suggests there was still only very limited 
access to the sculptures — perhaps to the few that 
were displayed in the Orangery with the Athena. 

The collection, however, was already doomed. The 
Hope Settled Estates were placed in the hands of 
receivers in October 1912,4 Lord Francis Hope’s 
mother, Henrietta Adela, died in 1913,9 the twenty- 


м4 The Times, Law Reports, 15th and 16th April 1910. 

145 Mercer 125. 

^6 Furtwängler, Masterpieces of Greek Sculpture (1895) 76. 

47 The Tatler, vol. 28, April 22nd 1908, Supplement p. 5, lower 
right. 

4 Tillyard з. 

мә Mercer 121 n. 61, and 130. Its facade is visible on the right of the 
water-colour in Watkin, pl. 43. 

> Е. S. de Beer, ed., The Diary of John Evelyn (Oxford, 1955) Ш 
154; J. Aubrey, The Natural History and Antiquities of the 
County of Surrey (1718) IV 164-6. Their descriptions have been 
quoted and discussed by many subsequent writers, including 
Neale p. 2, Brayley-Britton p. 80, Watkin pp. 158-61 and Mercer 
рр. 114-115. 

51 Tillyard з. 

152 Jd 27 (1912) 88-128, pls. 9-11; ]41 28 (1913) 244-265. 

153 EA Serie XVII А (1943), р. 19. 

54 Mercer 126 n. 93. i 

5 The following account of Henrietta Adela Hope's later years is 
given in The Times, 17th January 1925: “The Dowager Duchess 
of Newcastle... spent most of her later years in the East-end, 
where she had a house, doing rescue work, interesting herself in 
clubs for factory girls and for Ratcliff highway toilers, and prom- 
oting ‘settlements.’ This gentle lady passed away in 1913, to the 
grief of thousands in the teeming district east of Liverpool-street 
Station. 
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one year lease taken by the Duchess of Marlborough 
lapsed in December 1914, and the way was open for 
the sale in 1917 of the art collections, library, and 
contents of the house. The Deepdene itself and most 
of the Estate was sold in 1920. Its history thereafter 
is not of direct concern to this book and has been 
well recorded in detail by Mercer.’ Briefly, it was 
used first as a country hotel from 1920 to 1939, 
although its attractiveness was greatly reduced in 
1931 by the construction of the Dorking by-pass 
road across the grounds. From 1939 until 1967 it was 
owned by the Southern Railway Company, which 
was later incorporated in British Rail, and during this 
period it was subdivided into offices. It was subse- 
quently bought by a property company and 
demolished in April-May 1969, the site being 
occupied by a low concrete office block, the new 
Deepdene House, completed in 1971. This currently 
accommodates the Whitbread Beer Company, in 
whose reception room is a series of water-colours by 
Dorothy Parsons showing the house during the vari- 
ous stages of demolition: they form a touching and 
ironic counterpart to the water-colours in the Minet 
Library, inspired by Thomas Hope’s creative remod- 
elling 144 years earlier." 


In the 'sixties the Dowager Duchess was the beautiful Miss 
Henrietta Hope, a member of the rich family that once owned 
Deepdene, near Dorking, besides the fine ruby that belongs to 
Cornelia Lady Wimborne, and the famous Hope diamond. She 
married the late Duke of Newcastle – then Lord Lincoln — became 
a widow, and took as her second husband genial “Тот” Hohler. 

Even as an old lady she had traces of much beauty, deep, 
expressive eyes, and a tall dignified figure, which was more 
familiar in Whitechapel than in the West-end.” 

156 Mercer 126-130. 
'7 One of Dorothy Parsons’ water-colours is illustrated by Mercer 


129, fig. 5. 
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то. Тһе 1917 Hope Sales 


Тһе greater part of the Hope collection of ancient 
sculptures was sold at Christie’s auction rooms in 
London on Tuesday 24th July 1917, the day after the 
vases which formed part of the same catalogue." It 
was the sale of the Hope antiquities, above all, which 
caught the imagination of the public, as can be seen 
from the following anticipatory account in The Times 
of July roth: 

“The pictures... are not what the art world is 
crowding to see. Pictures equally good hang in these 
rooms two or three times a month, but never in our 
time have we exposed for sale a dozen full-length 
Greek statues of the best period; 20 or 30 smaller 


pieces from Greece, Southern Italy and Egypt; and 
over 150 figured Greek vases, such as hardly exist 
elsewhere except in the great national museums. 
These vases will be on view today... The great 
statues already adorn the ground-floor vestibule - 
and a tremendous task it has been, we may remark in 
passing, to transport them from Deepdene to King- 
street.” 

Of the sale itself, Sir Henry Wellcome’s agent who 
was bidding at it on his behalf reported: “The great 
day was yesterday when the ancient marble statuary 
was offered. Contrary to precedent, Christie’s sold 
these figures in the entrance hall of their rooms, the 
auctioneer offering the lots from the gallery over the 
door. There was a tremendous gathering; the bal- 
conies and stair-cases were packed to suffocation, 
and people were standing out to the street, the 
figures having been so well advertised and illustrated 
in the daily papers.” 

It is interesting to note from the account in The 
Times, quoted above, and from other descriptions in 
daily newspapers, that the sculptures were considered 
to be Greek; and indeed they are so described in the 
text of the Christie catalogue, being assigned for the 
most part to the period 450-400 В. C., or at the lat- 
est 350 B. C. Only the smaller and more insignificant 
statuettes and some of the busts were labelled 
Roman. Yet it was known that the statues had been 
acquired from Rome, and Michaelis and others had 
made it plain enough that most were copies of well- 
known types. Such, it seems, was the stigma attached 
to Roman sculpture in the early years of this century. 

The Christie catalogue contented itself with the 
following warning in its foreword: “Now that most 
of the Greek masterpieces — at least in sculpture — are 
systematically relegated to а post-Pheidian era, 
Hellenistic or later, it is quite likely that similar treat- 
ment will be accorded to some of the choicest marb- 
les in the Hope Collection. When works like the 
Aphrodite of Melos, and the wonderful Vatican 
Niobid, which even the old Romans thought worthy 
of Scopas or Praxiteles, are referred to a period later 
than Lysippos and Leochares, we need not be seri- 
ously disturbed if contemporary criticism finds a date 
for some of the Hope statues rather later than 
Canova and Flaxman gave them, or than is suggested 
in the present catalogue. He walks on thin ice who 


5" Christie, Manson & Woods, 23-24 July 1917. Lots 1-1 55 are the 
vases; lots 156-261 the sculptures, including a few Indian and 
Egyptian pieces. 

"9 The report, dated 25th July 1917, is in the Wellcome Historical 
Medical Museum, Euston Road, London, WR 2/27/5, pp. 14-17, 
especially p. 15 for the extract quoted. Cf. also The Times, 25th 
July 1917, for a similar account. 


ventures а pronouncement either way. The essential 
matter, after all, is the merit of the work — not the 
precise period of its production — and the great merit 
of the more important pieces here described and 
illustrated is universally admitted and has never been 
questioned." 

Tendentious snobbery of this kind was not 
restricted to the auction rooms. In an article written 
the following year, and reprinted in 1926, even so 
eminent an authority as Percy Gardner, then Lincoln 
Professor of Classical Archaeology in the University 
of Oxford, seriously claimed that the peplophoros 
statue with head of ‘Sappho’ type, nos. 21 and бо 
here, was Greek workmanship “almost certainly of 
the School of Pheidias."'$' Not until the 1930’s could 
it be generally admitted that “modern authorities... 
place these statues at a much more recent period than 
that to which they were at one time ascribed.*'6 

By the standards of the day, very large sums were 
paid for the sculptures. “£7,000 for a statue," ran the 
headline in The Times, referring to the top price of 
£7,140 paid for the Hope Athena, no. г. Next high- 
est price was £5,880 for the Antinous, по. 7, 
followed Бу #4,200 for the Hygieia, no. 2; #3,570 for 
the archaising female, no. 17; £3,150 for the Diony- 
sus and Idol, по. 6; £1,837. тоз. for the Pothos, по. 
9; £1,785 for the Asclepius, по. 3; £1,470 for the 
peplophoros, no. 18; £1,207. 10s. for the Aphrodite, 
no. 11; and £1,050 for the Apollo and Hyacinthus, 
no. 8. The best prices for heads and busts were £861 
for the satyr, no. 40; £756 for the Meleager, no. 41; 
and £735 for the porphyry Vitellius, no. 59. 
Altogether £50,968 was paid for the ancient sculp- 
tures. That this was a large, but not vast, total is 
shown by comparing it with the estimated value of 
Thomas Hope's sculpture collection in 1804, which 
was put at “more than £60,000” by the Daily Adver- 
tiser.' ^ 

Most of the purchasers of the important sculptures 
were wealthy industrialists, some English, some 
American. The top prize of the Hope Athena went to 
Viscount Cowdray, formerly Weetman Pearson, who 
had extensive oil interests in Mexico.'5 Through his 
agent, Agnew, he also acquired the series of Roman 
portrait busts, nos. 54-58. Sir Alfred Mond, Chair- 
man of Imperial Chemical Industries and later to 
become Lord Melchett, purchased through his agent, 
Spink, the Hygieia no. 2, the Dionysus no. 27, Pan 
no. 3o, and the torso no. 32. Gordon Selfridge, the 
American millionaire owner of the Department store 
on Oxford Street, purchased three statues, the Asc- 
lepius no. 3, the Zeus no. 5, and the Apollo and 
Hyacinthus no. 8, which were probably intended to 
grace “the biggest castle in the world’ which he plan- 
ned to build on Hengistbury Head opposite the Isle 
of Wight, but mercifully never did. The largest 
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portion of all went to W. H. Lever, later Viscount 
Leverhulme, of Lever Brothers, Port Sunlight, which 
is catalogued separately above.'” In addition to sec- 
uring the second most expensive statue, the Antinous 
no. 7, he also acquired through his agent, F. Par- 
tridge, the four smaller statues, nos. 14, 15, 19) ana 
23; the head, no. 46; and a large amount of the 
decorative sculpture, поз. 73, 79, 80, 82, 83, 88, оо, 
тоо and тот. The statue of Aphrodite по. 11 was 
bought through the Greek minister in London, | 
Gennadius, for (һе Greek ship-broker, Embeirikos; 
while most of the other sculptures went to a variety 
of agents and dealers. Of these the most interesting is 
Tyler, who was bidding at the Hope sales on behalf 
of the 7th Duke of Newcastle, Lord Francis Hope’s 
elder brother, in an attempt to retain some of the 
Hope possessions within the family. He was rela- 
tively unsuccessful in the field of ancient sculpture, 
managing to acquire only the Ganymede, no. 31; the 
statue of a Roman boy, no. 33; and two of the can- 
delabra, nos. 74-75. 

The spectacle of these leaders of trade and industry 
and their agents avidly competing with one another 
to acquire Hope’s sculptures offers an interesting 
comparison with the Bessborough sale, more than 
one hundred years earlier, at which Hope himself 
had been in competition with the other great collec- 
tors of his day.’ Some of those, such as Soane, 
Townley, or even Hope himself, were not so very 
different from the buyers in 1917. But missing in 
1917 were the great aristocratic land-owners. Apart 
from the Duke of Newcastle, who was bidding for 
family reasons, no other aristocratic collector seems 
to have been interested or to have had the means to 
enter the fray. One solitary urn, no. 89, went to 
Broadlands, but otherwise the account is bare. Con- 
spicuous by their absence also were the Museums or 
their representatives. Although some sculptures have 
passed into public collections, the Lever purchases 
being the most obvious example, no Museum seems 
to have been bidding directly at the sale. Conse- 
quently more Hope sculptures have disappeared than 


16^ Christie's catalogue, 23-24 July 1917, p. 3. 

161 р. Gardner, JHS 38 (1918) 1-26; id., New Chapters in Greek Art 
(1926) 46-83. 

16: The Times, 24th April 1936, referring to the re-sale of the Hope 
Hygieia the day before. 

13 The Times, 25th July 1917. 

' Daily Advertiser, 15th November 1804; cf. Watkin 281 n. 13. For 
fluctuations in auction room prices, see G. Reitlinger, The 
Economics of Taste, vols. 1-П (1963), vol. Ш (1970), especially 
vol. II, р. 360 for references to the Hope sculptures (with a few 
minor errors of fact or price). 

165 C. Aslet, The Last Country Houses (Yale U. Р., 1982) 56. 

166 Aslet, op. cit. 214-5. 

167 Part I, above, pp. 17-32. 

168 See above, р. 42. 
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might reasonably have been expected. A surprising 
number remain in private hands, occasionally turning 
up in the market-place, and not always recognised 
when they do. 

The remaining portion of the Hope ancient sculp- 
tures, not sold at Christie’s in July 1917, was included 
in the house sale, held at the Deepdene by Messrs. 
Humbert & Flint from 12-19 September 1917.9 These 
were statues and busts subsequently discovered in the 
‘sand-caves’, or that had become mixed up with the 
Neo-classical and modern sculptures, most of which 
were also disposed of at this sale. Cataloguing of the 
ancient sculptures was extremely poor, and few are 
identifiable. For example, the peplophoros with head 
of ‘Sappho’, nos. 21 and 50, now in the Ashmolean 
Museum, Oxford, was apparently acquired at this sale, 
but it cannot be identified among the descriptions.’7° 
Prices paid for individual lots are not on the whole 
available, but would seem to have been lower than in 
the July sale, the top price being £2,730 for Thorvald- 
sen’s statue of Jason. The bronze copies of the Borgh- 
ese Gladiator and the Wrestlers fetched £710 and £525 
respectively. 7! 

The somewhat unsatisfactory situation concerning 
the September house sale was saved, at least with regard 
to the ancient sculptures, by Messrs. Spink & Son, who 
acquired a fair proportion of the statuary, which was 
then re-exhibited together with items from the July sale 
and other antiquities at their galleries in King Street in 
March 1919, and reasonably well catalogued." Sales 
do not seem to have been brisk, and many of the 
sculptures, including the Heracles statue no. 4, 
remained at their galleries throughout the 1920’s, or 
were gradually disposed of at other auctions.” 

After 1929, as is well known, prices slumped, and all 
those who purchased Hope sculptures in 1917 and later 
resold lost heavily. A few examples will provide suffi- 
cient illustration. The Athena no. 1 bought for £7,140 
in 1917, fetched only £200 in 1933, at which price it was 
bought in and later sold for an undisclosed sum to W. 


R. Hearst. The Hygieia no. 2, sold for £4,200 in 1917, 
fetched £598. 105. in 1936. The colossal porphyry foot, 
no. 66, which had been bought by Hope in 1801 for 
£99. 155., made £52. 10s. іп 1917, and £40 in 1925. 
Even more wretched were the prices paid for the few 
Hope sculptures at Clumber Park, when that was in 
turn sold in 1937 by the same unfortunate Lord Francis 
Hope, who had now succeeded his brother as 8th Duke 
of Newcastle. The Ganymede, no. 31, for which Hope 
had paid #68. ss. in 1801, and which made £136. 16s. in 
1917, fetched only £16 in 1937; the statue of a Roman 
boy, no. 33, bought for £94. 108. in 1917, made £2 in 
1937; and the candelabra, nos. 74 and 75, having made 
£71. 8s. and £84 respectively in 1917, now fetched £7 
and £11. 

Only since 1970 have prices recovered, although of 
course they are greatly distorted by inflation. Of the 
two relatively minor Hope sculptures which came on 
the market in 1972, the Silenus as Heracles, no. 22, 
made £2,520 compared with £189 in 1917, and the 
statuette of Athena, по. 38, made #3,600 compared 
with only £95 in 1937. 


169 The sale catalogue is scarce, but I have consulted privately owned 
copies in the possession of Dr. D. J. Watkin in Cambridge, and 
Professor Sir Ellis Waterhouse in Oxford. There is also a photo- 
stat copy in the Victoria & Albert Museum, Dept. of Furniture 
and Woodwork, Deepdene file. 

7° The Times, 6th November 1917, carries a report of decrees ргор- 
osed at Oxford University authorizing payment of #600 towards 
the cost of this statue. The other Hope sculpture in the Ashmo- 
lean, the bust of Agrippina no. 51, was bought at the July sale by 
Sir Arthur Evans and presented to the Museum. 

"' Athenaeum for ? November 1917. The house sale is reported also 
by S. Reinach, КА 1917 II, p. 461. He gives the price paid for the 
Jason as 73,000 francs, and the Borghese Gladiator 17,600 francs. 
The total raised by the whole six day sale was, he says, 300,000 
francs, which would seem to be about £11-12,000. 

7% Spink & Son, An Exhibition of Antique Sculpture, Vases, Bronzes 
&c, &c., London, 1919. 

73 See, for example, Anderson Galleries Auction, New York, 26-29 
January, 1921; Knight, Frank & Rutley, London, 12 May 1922; 
Sotheby’s, 23 July 1925. 


тт. А Catalogue of the Ancient 
Sculptures formerly in the 
Hope Collection 


E following additional abbreviations have been 
used: 


M — Michaelis 

© = Christie’s 

5 = Spink (1919) 
Н«Е= Humbert and Flint 


Statues and Statuettes 


г. Statue of Athena (Hope Athena) 
M. 39, C. 258 Pl. 46. Fig. 9 


Now Los Angeles County Museum of Art, William Ran- 
dolph Hearst Collection, no. 51.18.12; on loan since 1973 to 
the J. P. Getty Museum, Malibu, no. А.5141. 51-90. 
H. 2.18 m. 
Marble: Carrara. 
Restored: upper parts of sphinx and griffins on helmet; eyes; 
some of snakes оп aegis; chin and nose of Gorgon’s head; tips 
of some toes of right foot. Originally the statue was heavily 
restored for Thomas Hope. The figure of Nike in the out- 
stretched right hand, and most of the spear in the left, had 
already gone by 1912; the restored arms were removed by 
1933; and during conservation work carried out in 1974 most 
of the other restorations were removed, including the eyes 
and the repairs to the helmet.’ The head, which is carved 
separately and inset, has sometimes been challenged, but is 
likely to belong. 
Lit.: C. Fea, Relazione di un viaggio ad Ostia (1802) 44; 
Specimens I (1809) pl. 25; П (1835) pl. 9; Fosbrooke pl. 15; 
Норе Marbles pl. 16; Westmacott 221; Т. О. Fosbroke, 
Encyclopaedia of Antiquities, and Elements of Archaeology, 
Classical and Mediaeval (1825) 146 п. 7; Clarac, Ш. pl. 459 
` по. 850; T. Hope, Costume of the Ancients, 1st edn. (1809) pl. 
145; 2nd edn. (1812) pl. 212; Müller-Wieseler, Denkmäler 
(1869) II pl. 19, 202; E. Braun, Vorschule der Kunst- 
mythologie (1854) pl. 65; С. Waagen, Kunstwerke II 136; id., 
Treasures II 112-113; Michaelis, AZ 32 (1874) 15 no. 2; 
Michaelis 290-1 no. 39; Reinach-Clarac 227, 3; Joubin, 
Monuments Piots Ш (1896) 27 pl. 2; A. Furtwangler, Master- 
pieces of Greek Sculpture (1895) 76-80 fig. 27; id., Statuenko- 
pien (1896) 7, 1; id., Strena Helbigiana (1900) 86; A. Preyss, 
УГ 27 (1912) 88-128, esp. 89-96, pls. 9-11; id., Jal 28 (1913) 
244-65; Christie’s Catalogue, 23-24 July 1917, lot 258, pl. 
and frontispiece; G. Lippold, Kopien und Umbildungen 
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griechischer Statuen (1923) 14, 87; Sotheby’s Catalogue, 27 
July 1933, lot 127 pl. 6; Mustilli, IJ Museo Mussolini (1939) 
136 по. 13; Picard, Manuel П, 2, 550; Lippold 190 п. то pl. 
66, 4; Vermeule, АЈА 59 (1955) 134-135; Е. Mathiopoulos, 
Zur Typologie der Göttin Athena im fünften Jahrhundert vor 
Christus (Bonn, 1968) 48-69, 102-108; G. Despinis, Symbole 
ste Melete tou Ergou tou Agorakritou (1971) 151-5; J. B. 
Hartmann and K. Parlasca, Antike Motive bei Thorvaldsen 
(1979) 153 pls. 98, 2; 99, 2; В. Ridgway, Fifth Century Styles 
in Greek Sculpture (1981) 173, 190; J. Podany, Getty Mus] 9 
(1981) тоз п. 3; С. С. Vermeule, Greek and Roman Sculpture 
in America (1981) p. 58 no. 31. 


A Roman copy of the second century А. D. of a Greek statue 
of Athena dating to the period 440-20 B. C., probably by 
Pheidias or one of his pupils. The other full-length copy of 
the type, which differs in a few points of detail, is the Athena 
Farnese, or more correctly Athena Albani, in Naples. This 
and the various other copies or versions of body and head 
have been well discussed by Preyss and Mathiopoulos.^ A 
new fragment of a head was found at Side in 1959,3 and а 
statuette of the type was sold at Sotheby's in 1977. 

Found at Ostia, Tor Boacciana, during excavations carried 
out in 1797 by the Irish painter Robert Fagan,’ together with 
the Hygieia, no. 2, “among the ruins of a magnificent palace, 
and thirty feet below the surface of the ground, broken into 
fragments, and buried immediately under the niches, in 
which they had been once placed." Also from these excava- 
tions were the portraits of Septimius Severus, no. 55, Lucius 
Verus no. 56, and an otherwise unidentified “Tiberius’. 

Acquired by Thomas Hope, for whom the extensive resto- 
rations were made, presumably in Rome. Displayed in the 
Statue Gallery at Duchess Street from 1804 to 1849. It 15 
visible on the left in Household Furniture pl. x (Fig. 2) in fully 
restored state. Removed to the Deepdene in 1849 by Henry 
Thomas Hope and displayed in a niche in the Orangery or 
Sculpture Room, where it remained until 1917. 

In the Hope sale of 1917 it fetched the highest price of all 
the antiquities, being purchased for 6,800 gns. (£7,140) by 


' J. Podany, loc. cit. 
* Cf. also Helbig* П по. 1778. 
з J. Inan, Roman Sculpture in Side (1975) pp. 56-57 no. 14 pl. XXIV, 


25: 

+ Sotheby's Catalogue, 11 July 1977, lot 316 pl. 45. 

* Fea, loc. cit. Tor Boacciana (or Bovacciana) is a mediaeval tower on 
the site of a Roman building at the western limit of Ostia. Cf. С. 
Calza, Scavi di Ostia I (1953) 47 fig. 11, 3; 57-58 fig. 14; and К. 
Meiggs, Roman Ostia? (1973) 114, 279, 298. 

6 Text to Specimens I (1809) pls. 25-26, with reference to the 
Hygieia. Quoted by Dallaway, Of Statuary 355, and Michaelis 
283. 
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FIGURE 9 


Head of statue of Athena, Hope no. ı 


Agnew, who were acting for Viscount Cowdray. It 
reappeared at Sotheby’s in 1933 but was bought in at only 
£200. Later it was sold to W. К. Hearst who kept it on his бап 
Simeon estate. After his death in 1951 it was donated to the 
Los Angeles County Museum of Art, and was placed on loan 
in the J. P. Getty Museum in 1973. 


2. Statue of Hygieia M. 7, С. 252 
Pl. 47. Fig. 10 


Now Los Angeles County Museum of Art, William Ran- 
dolph Hearst Collection, no. 50.33.23; on loan since 1973 to 
the J. P. Getty Museum, Malibu. 

Н. 1.96m. (Michaelis); 2.10 m., excluding plinth (Ashmole); 
1.73 m., excluding plinth (Strong) — according to her, plinth 
0.075 m. H.; 1.88 т. (Vermeule). 

Marble: Pentelic, according to Ashmole and Strong; Italian, 
according to Michaelis and Vermeule. 

Restored: formerly restored were the glass eyes, most of 
nose, patches where the head was reset on the neck; right arm 
from above elbow with phiale; left hand and garment over left 
forearm; patches on chiton and himation below left arm; 


front part of snake, and central portion of it, at a point just 
below breasts. These restorations were removed during con- 
servation work carried out in 1974." The head is ancient and is 
correctly set in relation to the body. 

Lit.: С. Fea, Relazione di un viaggio ad Ostia (1802) 45; 
Specimens I (1809) pl. 26; T. Hope, Costume of the Ancients, 
rst edn. (1809) pls. 86, 112; 2nd edn. (1812) pls. 116, 186; 
Fosbrooke pl. 6; Hope Marbles pl. 15; Dallaway, Of Statuary 
(1816) 355-6; Westmacott 221; Clarac, IV. pl. 555 по. 1178; 
Müller-Wieseler, Denkmäler П, pl. 61, 780; Michaelis 282—3 
по. 7; Curtius, /41 19 (1904) 55-85; Br. Br. 618-9; Р. Arndt, 
text to EA 717, 782; Christie’s Catalogue, 23—24 July 1917, 
lot 252 pl. 16; H. Schrader, BWPr 85 (1926) 19 fig. 15; B. 
Ashmole, PBSR то (1927) 1-11, esp. р. 2; Е. Strong, Catalo- 
gue of the Greek and Roman Antiquities in the Possession of 
Lord Melchett (1928) no. 4 pp. 8-11 pls. 9-12; Christie’s 
Catalogue, 23 April 1936, lot 80; R. Calza, BdA 30 Ser. III 
(1936) 518-26; R. Carpenter, MAAR 18 (1941) 23; P. Arias, 
Skopas (1952) 122—124 М 12 по. 2; С. Vermeule, AJA 59 
(1955) 134; 14., AJA бо (1956) 337; Lippold 253; К. Kabus- 
Jahn, Studien zu Frauenfiguren (1963) 85, 109; A. Linfert, 
Von Polyklet zu Lysipp (1966) 19-20; A. W. Lawrence, Greek 
and Roman Sculpture (1972) 183-4 pl. 46d; A. F. Stewart, 
Skopas of Paros (1977) 83, 111; J. Papadopoulos in A. 


" J. Podany, loc. cit. See Vermeule 1981 for a picture of the statue 
without its restorations. 


Giuliano, Museo Nazionale Romano, Le Sculture I, ı (1979) 
228 no. 143; J. Podany, GettyMus] 9 (1981) 103 п. 3; С. С. 


Vermeule, Greek and Roman Sculpture т America (1981) 78 
no. 48. 


A Roman copy, probably of early Antonine date, of a Greek 
statue of Hygieia, the goddess of Health, the original of 
which was probably created in the first half of the fourth 
century B. C. To judge from the multiplicity of copies, which 
have been well discussed by Ashmole, this was a famous 
statue in antiquity, but there has been no agreement as to its 
sculptor. Ashmole argues for Cephisodotus, others including 
Curtius and Arias associate it with Scopas, while another 
suggestion has been Naukydes (Kabus-Jahn). A head of the 
Hope Hygieia type is also now in the Getty Museum.” 

Found at Tor Boacciana, Ostia, in 1797 together with the 
Athena no. т, 4. v. Displayed in the Statue Gallery, Duchess 
Street from 1804 to 1849, and then in the Entrance Hall, 
Deepdene, from 1849 to 1917. 

Bought at the Hope sale in 1917 for 4,000 gns. (£4,200) by 
Spink on behalf of Sir Alfred Mond, later Lord Melchett. In 


* Мо. 73. AA. 109: cf. J. Ете], Guidebook (1978) 38. For an illustra- 
tion of the fragmentary full-size replica from the Zappeion Gar- 
dens, Athens, NM 701, see now Н. Manderscheid, Die Skulp- 
turenausstattung der kaiserzeitlichen Thermenanlagen, MAR 15 
(Кбіп, 1981) 83 Kat. 131 pl. 23. 

A suggestion that an original fragment of Scopas’ statue of 
Hygieia survives in Tegea Museum is made by A. Delivorrias and 
A. Linfert, BCH 107 (1983) 277-88. If correct, this would exclude 
the Hope Hygieia from consideration as a copy of that statue. 
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the Melchett sale of 1936 it was purchased for only 570 gns. 
(£598. 10s.) by Permain, who was acting for №. К. Hearst. 
Hearst donated it to the Los Angeles County Museum of Art 
in 1950, and it was placed on loan in the J. P. Getty Museum 
in 1973. 


3. Statue of Asclepius M. 9, C. 254 
Pl. 48, г. Fig. то 


Private Collection, Rome. 

Н. 2.05 m., according to Michaelis; 6ft. 4115. (= 1.93 m.), 
according to Christie’s. 

Marble: reported to be Italian. 

Restored: most of right arm from below shoulder; the club 
with the coiling snake, except for the uppermost part below 
the shoulder; both feet; casket by left foot except for one of 
upper corners; numerous edges of drapery folds. The head 
was correctly pronounced by Michaelis to be ancient but 
alien, belonging to a Serapis. Restored are apparently the tip 
of the nose, and the upper and back parts of the head. The 
restorations were the work of Vincenzo Pacetti. 

Lit: С. А. Guattani, Monumenti Antichi Inediti I 
(November 1784) 90-91 pl. 2; id., Memorie Enciclopediche 
Romane sulle belle arti, antichita ec. Ш (1806-7) 91 no. 59; 
Fosbrooke pl. 6; T. Hope, Costume of the Ancients, 1st edn. 
(1809) pl. 98 centre; 2nd edn. (1812) pl. 128 centre; Hope 
Marbles рі. 15; Westmacott 221; Clarac, IV. pl. 548 no. 1158; 
Michaelis, AZ 32 (1874) 16 no. 5; Michaelis 284 no. 9; A. 


FIGURE 10 


Left and right: statue of Hygieia, Hope no, 2; Centre: statue of Asclepius, Hope no. 3 
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Montaiglon, Correspondance des Directeurs de l'Académie de 
France 4 Rome, ХУІ (1907) 413; Maviglia, RM 28 (1913) 76; 
Christie’s Catalogue, 23-24 July 1917, lot 254 pl. 17; Е 
Strong, Catalogue ој the Greek and Roman Antiquities in the 
Possession of Lord Melchett (1928) р. 50 п. 23; Mustilli, 11 
Museo Mussolini (1939) 119 по. 7; Vermeule, АЈА 59 (1955) 
134; С. Heiderich, Asklepios, Diss. Freiburg 1966 (Giessen 
1967) 146 по. A 5; Watkin 33. 


The body of this statue is a Roman copy of the type usually 
called the Asclepius Giustini, after the best-known example 
from the Giustini Collection, now in the Museo Nuovo 
Capitolino, Rome.’ The numerous replicas of this type have 
been much discussed in recent years, particularly by 
Heiderich, Beschi, Inan, Vierneisel-Schlörb, and Ridgway.’ 
There is general agreement that the copies derive from a 
Greek original of the early fourth century B. C., but opinion 
is divided as to whether the creator was an Athenian or 
Peloponnesian sculptor. The appearance of the type on Athe- 
nian votive reliefs of the fourth century B. C., sometimes in 
association with an Hygieia of Hope type (no. 2, above), 
suggests the original may have stood in Athens? Some of the 
replicas are of less severe appearance than others, the Hope 
statue being an example of this more sophisticated category, 
but whether this variation goes back to the fourth century 
B. C. or reflects the differing tastes of Roman copyists 15 
impossible to say. 

Тһе head fitted to this statue is shown to be a Serapis by the 
curls over the forehead.* Probably it once wore a modius 
where the hair is restored. The best copies of the original head 
belonging to the Asclepius Giustini are probably those in 
Berlin and Munich. 

Acquired by Thomas Hope in 1796 from the workshop in 
Rome of Vincenzo Pacetti, who was responsible for the pre- 
sent restorations.° Presumably it was Pacetti who informed 
Hope that the statue came from Hadrian’s Villa, a provenance 
which is recorded in Guattani 1806-7,” Fosbrooke pl. 6, 
Westmacott, and Christie’s catalogue of 1917. Whether there 
is any truth in this tradition is open to doubt, particularly as 
the Hope statue bears a very close resemblance to the Asc- 
lepius statue published by Guattani in 1784, and stated by 
him to have been lying neglected for many years near the 
Mausoleum of Augustus in Rome, from where it was rescued 
and restored Бу Pacetti.® Clarac noted the similarity between 
the two statues, but concluded, largely it seems on grounds of 
a supposed difference in size, that they were different sculp- 
tures, a point in which he was followed by Michaelis. How- 
ever, the two statues are very similar to one another, even 
sharing the same type of alien head. The only major difference 
is the casket by the left foot of the Hope statue, but this could 
easily have been recut from the rocky mass shown in this 
place in Guattani’s engraving of 1784. Given that both statues 
were apparently in the hands of Pacetti within a twelve year 
period, a fact of which Clarac and Michaelis were unaware, it 
seems more likely than otherwise that they are one and the 
same statue in slightly differing restorations and that the 
Hadrian’s Villa provenance is a later invention. 

Displayed in the Statue Gallery, Duchess Street from 1804 
to 1849. Not to be seen in the engraving in Household Furni- 
ture, pl. 1 (Fig. 2), and so probably placed at the end from 
which the drawing was made. Transferred to the Entrance 
Hall, Deepdene in 1849, where it remained until 1917. 


In the 1917 sale this statue was purchased by Gordon 
Selfridge for 1,700 gns. (£1785). Henry Wellcome had been 
keen to buy it, but his agent’s limit was 1,400 gns. and he was 
outbid.? Immediately after the sale Wellcome arranged with 
Selfridge to have a mould and cast made of the statue. The 
work was carried out by D. Brucciani & Co. Ltd. between 
31st August 1917 and 215: November 1918 at the British 
Museum for the estimated sum of £140.'° Two casts were 
made, one full length which is illustrated here, the other of the 
head and chest, and these casts were exhibited in the old 
Wellcome Historical Medical Museum at 54A, Wigmore 
Street, London W.'! When the Museum moved to new pre- 
mises on Euston Road in 1931 the full-length cast was dis- 
played on the puteal in the Entrance Hall. About 1935 it was 
replaced by the present marble replica of Asclepius, which is a 
copy of the statue in the Lateran Museum, Rome. The fate 
of the cast of the Hope Asclepius is not known. 


' Helbig* II no. 1774. Good illustrations in AntPl 9 (1969) figs. 5-6. 

> Heiderich, op. cit. 17-29 for type, 144-147 for list of replicas; L. 
Beschi, ASA NS. 31-32 (1969-70) 108-117; J. Inan, Roman Sculp- 
ture from Side (1975) nos. 15-16, pls. 25—26; B. Vierneisel-Schlörb, 
Glyptothek München. Katalog der Skulpturen. Band II. Klassische 
Skulpturen (1979) no. 20, рр. 216-226; В. S. Ridgway, Fifth Cen- 
tury Styles in Greek Sculpture (1981) 183. 

3 The reliefs in question are illustrated by Beschi, loc. cit. Cf. also С. 
Neumann, Probleme des griechischen Weibreliefs, Tübinger Stu- 
dien zur Archäologie und Kunstgeschichte, Band III (1979) 67. А 
suggestion that the originals of the Asclepius Giustini and Hope 
Hygieia may have formed a pair was made by Strong and has been 
supported by Beschi. Full-size copies of both types decorated the 
baths in the Zappeion Gardens, Athens. For the Asclepius copy, 
see Н. Manderscheid, Die Skulpturenausstattung der kaiserzeit- 
lichen Thermenanlagen, MAR ху (Köln 1981) 83 Kat. 130 pl. 23. 

+ Cf. for example the head of Serapis found at Oxyrhynchos and sold 
on the Cairo art market, Т. Kraus, /41 75 (1960) 88-99. 

* Berlin: C. Blümel, Katalog der Sammlung antiker Skulptur, Staat- 
liche Museen, Berlin IV (1931) К 129 pl. 12; Beschi, op. cit. 111 fig. 
14. Munich: Vierneisel-Schlörb, loc. си. (above, п. 2). 

* Montaiglon, loc. cit.: “Un Esculapio dalle stesso Pacetti, statua al 
naturale di buona scultura; é notabile un fascio di tabelle, che gli sta 
a piedi; significa probabilmente le domande e le riposte, che 
faceransi al nume dei infermi, e che si ottenevano de’ ministri del 
Tempio risguardanti le guarigisni.” 

7 Guattani, loc. cit. (1806-7): “Statua dell’ Esculapio di Villa Adriana 
grande sopra al naturale, venduta poi al Sg. Tomasso Hope, con una 
Statua d’Atleta, grande al naturale.” 

* Guattani, loc. cit. (1784): “Resto cosi bel simulacro fino agl’ ultimi 
tempi negletto presso le rovine dell’ antico Mausoleo 4’ Augusto, 
fino a tanto che |’ esimio scultore Sig. Vincenzo Pacetti con- 
sideratane la bellezza, ed ogni suo pregio, l'acquistó; e fattala 
trasportare al suo studio con una dotta imitazione la suppli nel 
mancante, e la restauró senz' alterare punto le sue belle forme..." 
Probably this is the statue of Asclepius seen *al Mausoleo d'Au- 
gusto” in the 1570's by Pierre Jacques, and drawn by him in its pre- 
restored state: S. Reinach, L'Album de Pierre Jacques, sculpteur de 
Reims, dessiné à Rome de 1572 à 1577 (1902) p. 116 pl. 12. 

> Correspondence, Wellcome Historical Medical Museum WR 2/27/ 


5. 

° W. H. M. M. Records, Dean's Summary, vol. Ш, р. 1017 по. 34; 
Thompson Report, 31.8. 1917. The actual sum paid seems to have 
been £95. 5. 4 + £21 insurance: W. Н.М. M. Sculpture Casts and 
Replicas 1014. 

= W, Н. М. M. Handbook (1920) p. 29. 

" Lippold 263, п. 12. The Wellcome Institute copy is по. К. 21/ 
1935. 


The original Hope statue was inherited from Selfridge by 
his daughter Princess Wiasensky, who sold it to F. Partridge 
of Bond Street in May 1951 for an undisclosed sum. Partridge 
resold it sometime after August ı 953, together with the 
statues of ент. 5, and Apollo and Hyacinthus no. 8, to an 
Italian private collector, in whose collection in Rome it was 
last reported to be. 


4. Statue of Heracles S. 1, Н. & Е. 1065 
РІ. 48, 2 


Now Los Angeles County Museum of Art, William Ran- 
dolph Hearst Collection, no. 50.33.22; on loan since 1973 to 
the J. Paul Getty Museum, Malibu, no. L.73.AA.3. 

H. 1.943 m. (Vermeule). This is more or less in agreement 
with the Н. of 6ft. 5 ins. given by Spink, and 5 ft. то ins. for 
the figure plus 6 ins. for the plinth recorded by Smith. 
Marble: Parian, according to Smith. 

Restored: tip of nose and some of leaves of wreath; thumb 
and two fingers of right hand; most of club; left hand with 
apples; front part of lion skin below left arm. These restora- 
tions were recently removed.’ The right arm has been broken 
and repaired below the elbow and at the wrist. Lines of 
fracture cross the abdomen and split the left leg. Also the 
lower right leg has been broken and rejoined at the ankle and 
across the shin. It is noteworthy that the head is intact and has 
never been broken from the body. 

Lit.: Humbert & Flint's Sale Catalogue, The Deepdene, 
Dorking, 12—19 September 1917, lot 1065; S. Reinach, RA 6 
(1917) 460-1 fig. 1; Spink & Son, Ltd., An Exhibition of 
Antique Sculpture, Vases and Bronzes &c, &c., London, 
March 1919, no. 1 fig. 1; S. Reinach, RA 9 (1919) 198 no. г; Ј. 
Offord, BullSocAlexandria 17 (1919) 182-3 fig. г; Spink & 
Son, Ltd., Greek and Roman Antiquities (no date) no. 7 p. 7; 
Е. Poulsen, Greek and Roman Portraits in English Country 
Houses (1923) 39; S. Reinach, RS 5 (1924) 81 no. 6; А. Preyss, 
Text to Br. Br. 691-2 (1926) no. 35; A. Н. Smith, An Ancient 
Greek Statue of Heracles from the Arundel and Hope Collec- 
tions (Spink & Son, London 1928); С. C. Vermeule, А/А 59 
(1955) 134, 144; idem, JHS 77 (1957) 292 n. 40; А. Linfert, 
Von Polyklet zu Lysipp (1966) 33-34, 71 (Аа); S. Lattimore, 
GettyMus] 2 (1975) 17-26; A. Е. Stewart, Skopas of Paros 
(1977) 91, 139 по. A т, pl. 31a-c; S. Howard, The Lans- 
downe Herakles* (1978) 29-30 п. ут, figs. 48-49, 86-88; В. 
Vierneisel-Schlörb, Glyptothek München. Katalog der Skulp- 
turen, Band II. Klassische Skulpturen (1979) 397 п. 15; С. С. 
Vermeule, Greek and Roman Sculpture in America (1981) по. 
49 р. 79; А. Е. Stewart, Skopas in Malibu (1982) 3» 45-49 
figs. 6, 9; В. В. Shefton, "The Krater from Baksy’ in The Eye 
of Greece (Studies for Martin Robertson, 1982) 170; A. 
Delivorrias & A. Linfert, ВСН 107 (1983) 286; О. Palagia, 
Oxford Journal of Archaeology 3, ı (March 1984) 107-126. 


A Roman copy, probably of the second century A. D., of a 
statue of Heracles with a head of Genzano type, wearing a 
wreath of poplar in the hair.’ Because the neck is unbroken it 
has usually been supposed that this statue preserves the origi- 
nal body type from which the herms or heads of Genzano 
type were taken, and it has often been considered a copy ofa 
statue by Skopas, set up in the gymnasium at Sicyon, с. 
370-50 В. C. Recently however Palagia has argued that it is a 


CATALOGUE 71 


Roman pastiche, drawing attention to several small-scale ver- 
sions of the body-type with a different head, which she 
suggests derive from a statue of late fifth century date. 

This statue was not seen by Michaelis, and was not 
recorded at all before Humbert & Flint's Sale Catalogue, 
where it is wrongly described as: *a full size figure of an 
Hermaphrodite, with 2 apples in left hand and club in right 
hand (faulty)." According to Spink (1919) it was “found in 
one of the caves at Deepdene; and the fact that it was almost 
buried in the sand — the slow droppings from the roof of the 
cave — indicates that it must have lain there for years." The 
famous ‘sand-caves’ of Deepdene are in fact labyrinthine 
tunnels cut into the hillside behind the site of the house, 
originally made as a laboratory for conducting chemical 
experiments by Mr. Charles Howard, who lived here from 
1652 to 1713.* Smith speculated that the statue might have 
belonged to the Arundel or Howard Collection rather than to 
Hope, and has been followed in this by Vermeule, but he 
ignored a remark in Spink (1919): *From a note in one of the 
Hope manuscripts it is not improbable that the figure was one 
of the statues from the Mazarin Collection, which suffered 
mutilation at the hands of the crack-brained Duc de Nevers, 
the Cardinal's nephew. The Duke was co-heir with his sister, 
and the story goes that one evening, during her absence, being 
seized with a ‘fit of prudery’, the eccentric nobleman made а 
vigorous onslaught on the undraped divinities... just such 
vandal marks аге to be seen on the ‘Deepdene’ Herakles." 
The Hope manuscript referred to has now disappeared, but 
confirmation that the statue was in the Mazarin Collection 
seems to come from the Inventory of the Duc d'Amaule, who 
records: "Un Hercule nud, appuyé sur sa massue, tenant trois 
pommes entre ses mains, haut de neuf palmes, ou environ. 

As there is no reference to this statue in the nineteenth 
century, it is likely that it was acquired not by Thomas Hope, 
but by his son Henry Thomas Hope, sometime in the period 
1831-62. Henry Thomas Hope's own purchases of sculpture 
seem mostly to have been displayed separately in his London 
town house which was not visited or recorded by Michaelis. 
These sculptures, including the Heracles, may have been 
transferred to the Deepdene and deposited in the caves c. 
1898.7 

ИВЕ at the Deepdene house sale Бу Spink, in whose 
possession it remained throughout the 1920’s. Eventually 
acquired by W. R. Hearst and donated by him to the Los 
Angeles County Museum of Art in 1950. 


: The statue, freed from its restorations, is illustrated by Howard 
(1978) and Vermeule (1981). 

2 The Genzano herm is London, BM 1731: Stewart, op. cit. 139 A 3, 
pl. 30; Palagia, ор. cit. 110 fig. 2. 

3 Palagia, loc. cit., especially 112 ff. Among the variants is a Heracles 

statue in Osterley Park, Middlesex: С. С. Vermeule, AJA 59 (1955) 

144 pl. 45 fig. 26. 

See above, р. 63, п. 150. 

This occurred in the year 1670. For a fuller and more accurate 

account, see Michaelis 44-45. 

Duc d’Amaule, Inventaire de tous les meubles du Cardinal, dressé 

en 1653 et publié d'aprés l'original conservé dans les Archives de 

Condé (London 1861) 354 no. 12. The description fits, and the 

height of nine palms seems about right, assuming one palm to be c. 

22 cm. А part of the Mazarin Collection survived in Paris at least 

until the French Revolution. Cf. Michaelis 45. 

7 See above, pp. 60-62, with n. 123. 
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5. Statue of Zeus, or Imperial Portrait 


Statue М. 5, С. 253 Pl. 48,3 
Private Collection, Rome. 

Н. 1.95 m. | | 
Marble: Thasian of very micaceous grain (Michaelis). 
Restored: head and neck of Antoninus Pius; lower right arm; 
left hand; patches on chlamys; forepart of left foot; piece of 
right foot; most of both wings and beak of eagle. The legs are 
broken in many places, but the essential parts are antique, as 
are the plinth and the body of the eagle. | 

Lit.: Меаје р. 8; Prosser; Brayley-Britton 85 with pl. oppo- 
site; Michaelis, AZ 32 (1874) 16 no. 20; Michaelis 282 no. 5; 
Christie’s Catalogue, 23-24 July 1917, lot 253; С. С. Ver- 
meule, АЈА 59 (1955) 134. 


A standing male statue, nude except for the cloak over the left 
shoulder and arm, which on account of the eagle beside the 
right foot is likely to be either Zeus or an Emperor posing as 
Zeus. The first Emperor portrayed as Zeus was Claudius, but 
eagles beside Imperial portraits are not common before the 
third century A. D. This statue is likely to be of the second 
century A. D., probably Hadrianic or Antonine. Fairly simi- 
lar is the statue of Zeus Aigiochos in Leiden from Cyzicus, 
with the eagle by the right foot, and wearing an aegis over the 
left shoulder, where here there is the cloak." A good parallel 
for the statue type, but without the eagle, is the statue of a 
Roman general in the Conservatori Palace, Rome, probably 
of Hadrianic date.” Неге drapery and stance are very similar, 
and a hasta was held in the left hand and balanced on the 
shoulder, as may originally have been the case with the Hope 
statue. This pose is also found on a statue of Antoninus Pius 
in Naples. For the wearing of the cloak over the shoulder and 
falling by the left side, one might compare the statue of 
Hadrian in Tunis, Musée Alaoui, the body type of which is 
borrowed from the Diomedes of Cresilas.* 

The provenance of this statue is not recorded. It is first 
mentioned by Neale in 1826, and after him by Prosser, when 
it was displayed in the Sculpture Gallery at Deepdene, and 
was described as: *a marble statue of Augustus, the eagle at 
his feet.” It is not visible in Williams’ water-colour (РІ. 40), 
having been placed on the near side of the candelabrum no. 73 
on the right of his view. The reference in Neale confirms that 
the statue was acquired by Thomas Hope, but it was not 
drawn by Fosbrooke or catalogued by Westmacott. Either it 
was a late acquisition, post-1824, or else it had been kept at 
the Deepdene and had so escaped notice. Possibly it could be 
one of the two statues of ‘athletes’ which were acquired by 
Thomas and Adrian Hope from Pacetti in 1795/96, and which 
are not otherwise to be identified.’ 

Moved by Henry Thomas Hope to one of the arcades of his 
new Entrance Hall at Deepdene in 1841, where it is illustrated 
by Brayley-Britton (here РІ. 43, 2). Bought at the 1917 sale by 
Gordon Selfridge for 650 gns. (£682. 10s). Inherited by his 
daughter, Princess Wiasensky, and sold via Partridge to a 
private Italian collector in the 1950's, together with the Asc- 
lepius no. 3 and the Apollo and Hyacinthus no. 8. Messrs. 
Partridge kindly supplied the photograph of the statue, which 
has never before been illustrated in detail. 


"J. P. J. Brants, Description of the Classical Collection of the 
Museum of Archaeology of Leiden. Part I Greek and Roman S culp- 


ture. Statues (The Hague, 1927) pp. 2-3 no. 5 pls. 3-4; F. L. Bastet, 
Befeld en Reliéf (The Hague, 1979) р. 45 по. 43; Idem, Corpus 
Signorum Classicorum Musei Antiquari Lugduno-Batavi, Catalo- 
gus van het klassieke Beeldhouwerk in het Rijksmuseum van 
oudheden te Leiden (1982) no. 18 pl. 4. 

* Helbig* II no. 1648. Bar 

3 Н. G. Niemeyer, Studien zur statuarischen Darstellung der römis- 
chen Kaiser, MAR 7 (1968) р. 111 no. 117. 

+ Musée Alaoui, по. С. 932: Niemeyer, ор. сй. р. 108 по. тот pl. 37, 
І. 

* б. A. Guattani, Memorie Enciclopediche Romane sulle belle artı, 

antichita Ec. Ш (1806-7) 91 nos. 59-60: “59. Statua dell’ 

Esculapio ... venduta poi al Sig. Tommaso Hope, con una Statua 

d’Atleta, grande al naturale; 60. Una rarissima Statua rappresen- 

tante Apollo... venduta poi al Sig. Adriano Hope unitamente ad 

un’ Altra Statua d’Atleta grande al naturale.” 


6. Statue of Dionysus and Idol M. 3, 


С: 25 Р бт 
Present location unknown. 
Н. 2.00m. 
Marble: fine-grained with grey spots (body); coarse-grained 
Parian (head). 


Restored: both arms of Dionysus; the lower half of the right 
leg and most of the left leg below the drapery; edge of drapery 
beside right leg; neck. Of his head, the nose, mouth, chin, left 
cheek, and details of the wreath of ivy. In the judgment of 
Michaelis, the head is of different marble and did not belong 
to the figure originally. Of the female statue, both arms, the 
uplifted corner of drapery, half the lower legs, and the pedes- 
tal. The restorations were the work of Vincenzo Pacetti. The 
attributes which were held in the hands, kantharos in right, 
thyrsos іп left, had already disappeared by 1917. 

Lit.: С. A. Guattani, Memorie Enciclopediche Romane sulle 
belle arti, antichita Ес. ІП (1806-7) 91 no. 58; Hope, House- 
hold Furniture pl. 1; Hope, Costume of the Ancients, 2nd 
edn. (1812) pl. 167 (idol omitted); Westmacott 221; Speci- 
mens II (1835) pl. 53; Clarac, IV. pl. 695 no. 1614; Miiller- 
Wieseler, Denkmäler (1869) II pl. 33, 372; Michaelis, AZ 32 
(1874) 16 по. 11; Michaelis 280 по. 3; Reinach-Clarac 391, 1; 
A. Furtwängler, Masterpieces of Greek Sculpture (1895) 323 
п. 5; Roscher, Ausführliches Lexikon der griechischen und 
römischen Mythologie 1 1133 fig. 14; A. Montaiglon, Corres- 
pondance des Directeurs de l’Academie de France 4 Rome, 
XVI (1907) 412-3; Christie’s Catalogue, 23-24 July 1917, lot 
257 pl. 20; H. Bulle, Archaisierende griechische Rundplastik 
(1918) 13 по. 23; Zancani, BullComm 52 (1924) 65 pl. 1, 2; О. 
Waldhauer, Die antiken Skulpturen der Ermitage П (931) 
text to nos. 128 and 129; Lippold 224 п. то; Muthmann, 
Statuenstützen 20; C. C. Vermeule, АЈА 59 (1955) 134; Wat- 
kin 33, 48; E. Pochmarski, Das Bild des Dionysos іп der 
Rundplastik der klassischen Zeit Griechenlands (1974) 69-72; 
J. B. Hartmann and K. Parlasca, Antike Motive bei Thor- 


valdsen (1979) 73-74 pl. 20, г. 


Dionysus, wearing a short chiton with a nebris over it, leans 
his left arm on an archaistic female image, usually identified as 
Aphrodite-Spes. In the time of Thomas Hope the group was 
known as Bacchus and Hope, with the pun on the family 
name an added attraction. Michaelis was in no doubt that the 


two figures belonged together, and his opinion is confirmed 
by the existence of other replicas and variants which have 
been discussed by Pochmarski. The most important replica is 
Leningrad, Hermi 2 i i 

eningrad, Hermitage по. 128, and there is also a torso in the 
Vatican.’ Variants include the statue in Copenhagen, and 
Leningrad, Hermitage по. 129. Although Langlotz sug- 
gested the type went back to Alcamenes’ late-fifth-century 
statue of Dionysus at Athens, most other commentators 
have assigned the original to the first half of the fourth cen- 
tury B.C. 

The Hope statue group was purchased at Rome in 1796 by 
Henry Philip Hope from Vincenzo Pacetti, who had acquired 
it from the Aldobrandini Palace on the Quirinal and restored 
it. It was displayed in the Statue Gallery at Duchess Street 
from 1804 to 1849, and then removed to the Entrance Hall at 
Deepdene. In the 1917 sale it was bought for 3,000 gns. 
(£3,150) by Mr. Francis Howard, who was both agent and 
collector. Its subsequent history is not known. 

Hartmann has plausibly suggested that the Bacchus and 
Hope provided the inspiration for Thorvaldsen’s self-portrait 
of 1839 in which he leans on a similar image of ‘Hope’, 
referring to the vital support of his first great patron. 


Leningrad, Hermitage no. 128: Guattani, Monumenti Antichi 
Inediti (1785) 71. pl. 2; Clarac, IV. pl. 695 по. 1615; Waldhauer, 
loc. cit.; found at Frascati in 1698, then in the Collection of the 
Marchese Cavalieri, behind the garden of the Palazzo Lucatelli in 
1785, and already at Zarskoye Selo by 1793. Vatican torso: Mus. 
Greg.Prof. 4349; Amelung, Vat. Kat. I 909 no. 236 pl. 120. 
Copenhagen statue, МСС 155a: Poulsen, Cat. р. 122; Poch- 
marski, op. cit. fig. 16 A. Leningrad, Hermitage no. 129: Wald- 
hauer, loc. cit. 

E. Langlotz, 108. BWPr 3 ft. 

Montaiglon, loc. cit.: “I medesimi signori Hope han fatto anche 
delle nobili compre d'antiche sculture in marmo Greco, de' i 
monumenti piü notabili de' quali son divenuti possessori. Il gruppo 
di Bacco, e della speranza, il quale esisteva già nella Villa Aldobran- 
dini sul Quirinale acquisitato poi, e risarcito del signor Pacetti. E 
maggiore del naturale, di bello stile, non peró correttissimo, e di 
molta erudizione: par che l'idea dell’ artefice sia state quella stessa, 
che accenna Orazio, cioé che il vino incoraggisce, ed assicura la 
speranza degli uomini: Spes jubet esse ratas." Dated March 1796. 
The reference to Horace is Epistles i. 5. 17. Guattani (1806—7) loc. 
cit.: “Оп gruppo rappresentante Bacco, e la Speranza, venduto al 
Sig. Enrico Hope, grande al naturale, ch' era della Galleria Aldo- 
brandini.” 

Francis Howard, who was the great-grandson of Benjamin Frank- 
lin, died 4th October 1954 at the age of 80. See Who was Who, 
1951-60. 

6 Hartmann and Parlasca, op. cit., 72-73 pl. 21. 
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7. Statue of Antinous М. 8, C. 251 

Pls. 8-14, 1-2. Fig. 11 
Now Lady Lever Art Gallery, Port Sunlight, LLAG 208. See 
above, Lever Catalogue no. 5. 

Displayed in the Statue Gallery, Duchess Street, from 1804 
to 1849, and then in the Entrance Hall, Deepdene until 1917. 
Purchased in 1917 for 5,600 gns. (£5,880) by Partridge on 
behalf of W. Н. Lever. 
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FIGURE 11 


Statue of Antinous, Hope no. 7, Lever no. 5 


8. Statue Group, Apollo and Hyacinthus 


M. 4, С. 256 РІ. 49, 2. Fig. 12 
Private Collection, Rome. 

Наше у па: 

Marble: coarse-grained Рапап except for head of Hyacinthus 
(Michaelis). 

Restored: of Apollo: lower left leg, left hand, right arm with 
shoulder and neck; half of nose, edges of ears, plait at back of 
neck and long curls on shoulders. Head believed to belong by 
Michaelis. 

Of Hyacinthus: lower right arm, although right hand and 
some of disc considered ancient; perhaps lower left arm, the 
hand of which was once restored holding a spray of hyacinth 
flowers (Fig. 12); neck. Head alien, but apparently ancient, 
and much worked over with tip of nose and many curls 
restored. All tree trunk except lowest part restored. Although 
the only point of contact between the statues was at the left 
shoulder of Hyacinthus, Michaelis was of the opinion that 
“there is not a doubt that the two figures originally belonged 
to each other.” Legs of both figures much broken and re- 
paired. 

Lit.: Hope, Household Furniture pl. 1; Hope Marbles pl. 
(25); О. Müller in Amalthea Ш (1825) 253; Westmacott 221; 
E. О. Visconti, Opere Varie II (1829) 135; Specimens Il (1835) 
pl. 51; Clarac, Ш. pl. 494 B no. 966 А; Waagen, Treasures II 
112—113; Müller-Wieseler, Denkmäler (1869) П pl. 12, 139; 
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FIGURE 12 


Statue group, Apollo and Hyacinthus, Hope no. 8 


Kekulé, Ва! 1866 тоо; Michaelis, AZ 32 (1874) 15 по. 4; 
Michaelis 280-2 no. 4; A. Bertolotti, ‘Esportazione di oggetti 
di belle arti da Roma per l'Inghilterra', Archivio Storico etc 
della citta e provincia di Roma, 4 (1880) 89; Winnefeld, Villa 
des Hadrian 163; Gusman, Villa Hadriana 283 fig. 492; 
Reinach-Clarac 254, 1; Christie’s Catalogue, 23-24 July 
1917, lot 256 pl. 19; S. Reinach, Monuments nouveaux de 
l'art antique П (1924) 156 fig. 345; Stuart Jones, Capitolino p. 
тоо under по. 21; М. Borda, La Scuola 4 Pasiteles 76; М. 
Marella, Ricerche e Studi sulla Scultura greca del sec. IV 
(1939) 15 no. 10; C. C. Vermeule, AJA 59 (1955) 134; Watkin 
48; J. Papadopoulos in A. Giuliano, Museo Nazionale 
Romano, Le Sculture I, т (1979) 193; Raeder 31-32 Kat. I 2. 


A Roman statue group, restored as Apollo teaching Hyacin- 
thus to throw the discus, with reference to Ovid, Met. X. 
162-219. The Apollo is a copy of the Anzio type, the Greek 
original of which was probably created about 350 В. С. 
Whether the two figures really belonged together is imposs- 
ible to establish without detailed examination of the statues. 
Michaelis expressed doubt as to whether the object held in the 
boy’s right hand had originally been a discus, as the rear edge 
apparently finishes in a straight line, while the rounded front 
edge is recut. It is, however, drawn as a full disc by Fosbrooke 
(Fig. 12). 

According to Visconti, loc. cit. (written 14th March 1797), 
this group was found in 1790 at Hadrian’s Villa, Tivoli, in the 
vicinity of Casino Fede. Westmacott also records Hadrian’s 
Villa as the provenance, and adds that it formerly belonged to 
the Villa d’Este. Michaelis and Christie’s Catalogue state, 
without reference, that it was the particular favourite of 


Canova while it was at Rome. According to Bertolotti this is 
one of four statues acquired by the Hope brothers in 1796 
from either Pierantoni or D’Este, and finally exported from 
Rome on roth March 1803. It formed part of the original 
display in the Statue Gallery at Duchess Street, London, and 
remained there until 1849, when it was removed to the Entr- 
ance Hall at Deepdene. 

Bought in 1917 by Gordon Selfridge for 1,000 gns. 
(£1,050). Inherited by his daughter Princess Wiasensky, who 
sold it to Partridge of Bond Street in May 1951. Purchased a 
few years later, together with the Asclepius no. 3 and Zeus 
no. 5, by an Italian collector, and last reported in his private 
collection in Rome. 


* For the Anzio Apollo type, see Lippold 264 n. 12 pl. 96, 2; P. 
Zanker, Klassizistische Statuen (1974) 76; and Papadopoulos, op. 
cit. 192—4 ПО. 122. 


9. Statue of Pothos М. 2, С. 247 


Fig. 13 
Present location unknown. 

Н. 1.51 пп. 

Marble: Рапап. 

Restored: lower half of right leg, three-quarters of left leg, 
stem of tree with serpent, left arm and shoulder, right arm 
from below shoulder, neck. Head ancient but alien, with 
restored nose, chin and hair on top. 


Lit.: Hope, Household Furniture pl. 1; G. A. Guattani, 
Memorie Enciclopediche Romane sulle belle arti, antichita Ec. 
Ш (1806-7) 91 по. 60; Hope Marbles pl. 14 right and left; 
Westmacott 221; Clarac, III. pl. 476B no. 905 C; Michaelis, 
AZ 32 (1874) x5 no. 3; Michaelis 280 no. 2; A. Bertolotti, 
‘Esportazione di oggetti di belle arti da Roma per l'Inghil- 
terra’, Arcbivio Storico etc della citta e provincia di Roma, 4 
(1880) 89; S. Reinach, L'Album de Pierre Jacques, sculpteur 
de Reims, dessiné à Rome de 1572 à 1577 (1902) 118 pl. 16; 
Reinach-Clarac 240, 4; Christie's Catalogue, 23-24 July 
1917, lot 247 pl. 14; M. Marella, Ricerche e Studi sulla Scul- 
tura greca del sec. IV (1939) 9ff.; Н. Bulle, JdI 56 (1941) 146 
IK; P. E. Arias, Skopas (1952) 133 А. то; C. С. Vermeule, 
АГА 59 (1955) 134; P. P. Bober in Essays in History of Art 
presented to Rudolf Wittkower (1967) 120 fig. т; A. Е. 
Stewart, Skopas of Paros (1977) 145 no. 11; F. Haskell and N. 
Penny, Taste and tbe Antique (1981) 152 n. 21. 


A Roman copy of the statue of Pothos by Skopas on Samo- 
thrace, restored after the Apollo Sauroctonus of Praxiteles. 
Although Michaelis may be correct in calling the head alien, it 
looks from Fosbrooke's drawings (Fig. 13) more like the head 
of a Pothos than a Sauroctonus. The Pothos type was first 
identified by Furtwängler and has been well discussed by 
Stewart.' 

Reinach suggested that the Hope statue was identical with 
one drawn at Rome in the 1570's by Pierre Jacques, which has 
a different head and a lyre resting on the tree stump. Bober 
has further identified the statue in the Jacques drawing with 
an “АроШо” recorded in the Collection of Francesco Lisca at 
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Rome, before 1532, and has concluded that the Hope statue 
“15 evidently Lisca's statue in a subsequent restoration, with- 
out lyre and with a different head." The later restoration may 
have been the work of Vincenzo Pacetti, if this is the Apollo 
statue which Guattani reports was acquired from him, 
together with an Athlete statue, by Adrian Hope, brother of 
Thomas.” Bertolotti, however, records it among statues 
acquired by the Hope brothers in 1796 from the restorers 
Pierantoni and D'Este, which he says were exported from 
Rome on ıoth March 1803.3 

Displayed in the Statue Gallery at Duchess Street, London, 
from 1804. Removed с. 1828 to the new Sculpture Gallery at 
Deepdene, where it was seen by Prosser. Brought back to 
Duchess Street by Henry Thomas Hope after 1831, where it 
remained until 1849 when it was returned again to Deepdene 
and displayed in the Entrance Hall. 

Purchased in 1917 by Gudenian for 1,750 gns. (£1,837. 
108.). Its subsequent fate is not known. 


1 Stewart, ор. cit. 108—110, 144-146, pl. 45 a, c. 

* Guattani, loc. cit.: “Опа rarissima Statua rappresentante Apollo 
d'una eccellente scultura, grande al naturale, venduta poi al Sig. 
Adriano Hope, unitamente ad un' altra Statua d'Atleta grande al 
naturale; ristaurate ambedue vendute poi ai Signori Fratelli Hope.” 

3 Bertolotti, Joc. cit.: “то Marzo 1803. I fratelli Hope, Adriano, 
Tommaso ed Enrico inglesi estraggono quattro casse contenenti 
quattro statue antiche rapp. Apollo e Giacinto l'Antinoo, 
PApollo Saurotono e l'Apollo con l'arco invece di scudo. Li 
avevano comperati fin dal 1796 dagli scultori D'Este e Pierantoni, 
detto lo Sposino per scudi 2500.” 


FIGURE :3 


Left and right: statue of Pothos, Hope no. 9; Centre: statue of Aphrodite, Hope no. 11 
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то. Statue of Apollo М. 34, 5. 3 Fig. 14 


Present location unknown. 

H. 1.45 m. 

Marble: Тћачап. 

Restored: tip of nose, right arm with quiver, lower left arm 


with fragment of bow, upper part of right leg. The head has 
been reattached but apparently belongs. Spink disputed 
Michaelis’ statement that the left foot and the lowest portion 
of the tree trunk are restored. Both feet and the tree-trunk 
support are said to be original. 

Lit.: Fosbrooke pl. 3; Hope Marbles pl. 13; Westmacott 222; 
Brayley-Britton 87; Michaelis 289 no. 34; А. Bertolotti, 
*Esportazione di oggetti di belle arti da Roma per l'Inghil- 
terra’, Archivio Storico etc della citta e provincia di Roma, 4 
(1880) 89; Humbert & Flint's Catalogue, Deepdene, 12-19 
September 1917, lot 1147; Spink & Son, An Exhibition of 
Antique Sculpture, Vases and Bronzes &c. &c., March 1919, 
no. 5 fig. 3; S. Reinach, RA 9 (1919) 199 no. 3 fig. 2; id., RS 5 
(1924) 37 no. 5; Spink & Son Ltd., Greek and Roman Anti- 
quities (no date) no. 11 p. 11 (the only published photo- 


graph). 


A Roman statue of Apollo, wearing a laurel wreath in his hair, 
long locks of which fall forward over the shoulders. Dismis- 
sed by Michaelis as “ап insignificant sculpture," but rein- 
stated by Spink and Reinach, who claim that it is of creditable 
workmanship. 

According to Bertolotti it was acquired by the Hope 
brothers in Rome late in 1796 from either D'Este or Pieran- 
toni, and exported to England on roth March 1803. 
Recorded in the Statue Gallery at Duchess Street by West- 
macott, and likely to have been there from 1804, but not 
visible in Household Furniture pl. 1 (here Fig. 2). Removed to 
the Deepdene in 1824 and placed in the central niche, no. 5, in 
the Theatre of Arts, according to the annotation to Hope 
Marbles. It remained there at least until 1849, and presumably 
until the Theatre was demolished. By the time of Michaelis’ 
visit it was displayed in the colonnade of the South Front of 
the House, first storey. 

Purchased by Spink at Humbert & Flint’s house sale. Sub- 
sequent history not known. 


* Bertolotti, loc. cit.: quoted above under statue of Pothos, по. 9, n. 
3 


II. Statue of Aphrodite М. 6, С. 255 
Pl. зо. Fig. 13 


Now Athens, National Museum, no. 3524. 

Н. 1.80m. 

Marble: coarse-grained Parian. 

Restored: head and neck, lower right arm from above elbow, 
patch on front of left wrist. 

Lit.: Hope Marbles pl. 14; Westmacott 221; Neale 8; Clarac, 
IV. pl. 626 А по. 1345; Michaelis, AZ 32 (1874) 16 no. 8; 
Michaelis 282 по. 6; Reinach-Clarac 337, 1; Christie’s 


Catalogue, 23-24 July 1917, lot 255 pl. 18; Law 25; ADelt 9 
(1924/25), parartema for 1922-5, р. 30 ПО. 23 fig. 26; Watkin 


48. 


A Roman statue of Aphrodite in the so-called Syracuse var- 
iant of the Medici type.’ The main difference from the Medici 
type is the addition of the drapery which encircles the backs 
and sides of the legs and is held in front of the lower body by 
the left hand. The summary finish of back and sides indicates 
the statue was intended to be seen only from the front. At the 
front the work is of high quality. Probably second century 
A.D. 

Westmacott records that this statue was found at Baiae on 
the Bay of Naples (“Venus in Parian marble, antique. Found 
at Baia; it is one of the most entire statues known.”), and this 
provenance is repeated by Christie’s, Law and Watkin. In 
Fosbrooke pl. 13, however, it is another Aphrodite statue, 
no. 12 below, which is annotated: “Venus in Parian marble, 
found at Baya (sic).” But the mistake is likely to be Fos- 
brooke’s. Thomas Hope was in Naples in the autumn and 
winter of 1802 and may have acquired this statue then.’ 

Displayed in the Statue Gallery at Duchess Street from 
1804, and just visible in the far right corner in Household 
Furniture pl. 1 (here Fig. 2). Removed to the Sculpture 
Gallery, Deepdene, 1824-31, where it is first on the left in 
Williams’ water-colour (Pl. 40). Returned to the Statue 
Gallery, Duchess Street, с. 1831-49, by Henry Thomas 
Hope, and then moved back again to Deepdene in 1849 and 
displayed on the ground-floor of the Entrance Hall. 

At the 1917 sale it was purchased for 1150 gns. (£1,207. 
108.) by the Greek Minister, Joannes Gennadius, on behalf of 
Michael Embeirikos, a Greek shipbroker, who presented it to 
the National Museum, Athens. It is at present kept in the 
storerooms. 


* For the Syracuse variant, see Bernoulli, Aphrodite (1873) 255 ff.; 
Amelung, Vat.Kat. П 712 no. 441; Bieber, Ancient Copies (1977) 65 
figs. 233-37; Robertson 548-9 pl. 127c. 

* There are two pencil drawings of the Aphrodite in Charles Town- 
ley’s Drawings from Various Antiquities, in the Greek and Roman 
Department, British Museum, one from three-quarter left, the 
other from three-quarter right; but there are no annotations, and it 
is not clear if they were made before or after the statue came into 
Thomas Hope’s possession. 


12. Statue of Aphrodite С. 244 Figs. 4; rs 
Present location unknown. 

Н. 4 ft. 5 ins. (Christie's) = 1.35 m. 

Marble: stated to be of marble, but no details. 

Restored: both lower legs from the knees, feet, plinth, tree- 
trunk support and dolphin, right arm, left hand and wrist. 
The head is stated to be antique by Christie's. 

Lit.: Hope, Household Furniture pl. 2; Fosbrooke pl. 13; 
Hope Marbles pl. 9; Westmacott 229, Brayley-Britton 87; 
Christie's Catalogue, 23-24 July 1917, lot 244 pl. 8; S. 
Reinach, 85 V (1924) 147, 5. 
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FIGURE 14 


Left and right: statue of Apollo, Hope no. 10; Centre: statue of Venus Marina type, Hope no. 14, Lever no. 1 


A small Roman statue of Aphrodite, restored in the pose of 
the Medici type. The only information on this piece comes 
from Christie’s sale catalogue, and no photograph has ever 
been published. 

Provenance unknown. The annotation to Fosbrooke pl. 13 
that it is the Aphrodite from Baiae is likely to be wrong: see 
above, no. 11. It was, however, acquired by Thomas Hope, 
and was displayed in the Picture Gallery at Duchess Street 
from 1804, where it is visible in the engraving in Household 
Furniture pl. 2 (here Fig. 4) in the far left corner near the 
organ. Removed to Deepdene in 1824 and displayed in the 
Theatre of Arts, niche no. 5 (annotation to Hope Marbles pl. 
9). Likely to have remained here until the Theatre was 
demolished, which occurred sometime between 1849 and 
1869. Not seen by Michaelis, so it may at that time have 
formed part of a display in Henry Thomas Hope’s London 
town house on Piccadilly. 

Purchased іп 1917 by Wallis for 170 gns. (£178. 105.). 
Subsequent history not known. 


13. Statue of Aphrodite of Capitoline 
Шире 5.22 


Present location unknown. 

Н. 57 ins. (Spink) = 1.45 m. 

Stated to be of marble, and “considerably restored”, but no 
details given. 


Lit.: Spink & Son, An Exhibition of Antique Sculpture, Vases, 
Bronzes &c. &c., March 1919, по. 22 fig. 22; 9. Reinach, RA 9 
(1919) 199 по. 22 fig. 3; id., RS У (1924) 147, 2; Spink & Son 
Ltd., Greek and Roman Antiquities (no date) no. 10 p. 10; 
Knight, Frank & Rutley’s Catalogue, 12 May 1922, lot 255. 


A nude statue of Aphrodite, which in its restored state is 
closely similar to the Capitoline Aphrodite, except for long 
straggling locks on the shoulders.’ 

On the provenance of this statue there is no information. 
Thomas Hope owned a number of statues of similar type, 
including nos. 11 and 12 above, and two copies of the Medici 
Venus by Ріѕапі, but this is not likely to be one of them. It 
was not drawn by Fosbrooke, or mentioned by Westmacott, 
Neale or Prosser. Probably it was one of the acquisitions 
made by Henry Thomas Hope. Like the previous statue, no. 
12, it was not seen by Michaelis, and may possibly have been 
in London. The first and only description of it is in Spink’s 
catalogue of 1919. Presumably it was acquired by them from 
Humbert & Flint’s house sale in September 1917, but it is not 
immediately recognizable in the sale catalogue. Perhaps it 
could have been part of lot 1067, described as: “Two broken 
statues of Female figures, one nude, one draped.” It was 
offered for sale again in 1922, with what result is not known. 


: For the Capitoline Aphrodite, see Stuart Jones, Capitolino p. 182 


no. 1 pl. 45; Helbig* II no. 1277. 
2 Humbert & Flint's Catalogue, 12-19 September 1917, lots 1161-2. 
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FIGURE 15 


Left: statue of Bacchante, Hope по. 20; Centre: head of Satyr, оп plinth, on tripod table, Hope по. 40 and ? по. 78 
Right: statue of Aphrodite, Hope no, 12 


14. Statue of Nymph or Goddess (Venus 


Marina Type) M. 35, C. 243 
Pls. 1-2; 6, 1-2. Fig. 14 


Now Lady Lever Art Gallery, Port Sunlight, LLAG 20. See 
above, Lever Catalogue no. т. 

The provenance of this statue is discussed in the Lever Catalo- 
gue entry. It was displayed in the Statue Gallery, Duchess 
Street from 1804, but is not visible in the engraving in House- 
hold Furniture pl. т (here Fig. 2). It was drawn by Fosbrooke 
pl. 3, and its presence there is confirmed by Westmacott 222 
who calls it: “Draped Venus, antique.” Removed to Deep- 
dene in 1824 and displayed in the Theatre of Arts, niche 2. 
This is the place assigned to it by the annotation to Hope 
Marbles pl. 13, and it is visible in this position in Williams’ 
water-colour (Pl. 41). It is likely to have remained in the 
Theatre until the demolition of the south-west wing some- 
time between 1849 and 1869. When seen by Michaelis it was 
displayed in the colonnade of the South Front of the House, 
first storey. Bought in 1917 for 60 gns. (£63) by Partridge for 
W. H. Lever. 


15. Statuette of Standing Hermaphrodite 
M.26,C. 242 


Now Lady Lever Art Gallery, Port Sunlight, LLAG 13. See 
above, Lever Catalogue no. 2. 

Acquired in Rome с. 1796 from Pacetti by Henry Philip Hope 
at about the same time as the statue of Dionysus and the Idol, 


Pls. 3; 6, 3-4. Fig. 24 


no. 6. Displayed in the Statue Gallery, Duchess Street from 
1804 until 1849, when it was removed to the Deepdene and 
placed in the Gallery of the Entrance Hall. Purchased in 1917 
for 115 gns. (£120. 15s.) by Partridge for W. Н. Lever. 


16. Statue of Hermaphrodite or 
Apollo 5.15 


Known only from the description in Spink, An Exhibition of 
Antique Sculpture, Vases, Bronzes &c. &c., March 1919, no. 
I$: 

“Antique Torso of a life-size Statue of Hermaphrodite or 
Apollo, about 3 ft. high. Graeco-Roman: 200-100 В. С. The 
pose of this fine torso is easy and restful, the left arm reclining 
on a draped support. A portion of the drapery hangs in front 
of the figure concealing what remains of the left thigh; a 
second portion drops behind so as partially to cover the loins. 
We speak of the piece as a torso, the exisiting head being too 
much weather-worn to be taken into serious account; but the 
pose of the head is natural and full of grace. The statue was 
brought to England in the early part of the nineteenth cen- 
tury, and seems to have been removed to one of the sand- 
caves at “Deepdene” about forty years ago, where it remained 
half buried until the sale in September, 1917. Hope Collec- 
tion.” 

The source of this last information is not stated. The statue 
is not identifiable with any known to have been collected by 
Thomas Hope, so probably it was one of Henry Thomas 
Hope’s additions to the Collection. 


17. Statue of Female of Archaic Greek 
ШЕИ. 12, С. 233 Pl. 51, г. Fig. 16 


Present location unknown. 

H. 1.46m. 

Marble: stated to be Parian. 

Restored: most of right forearm, left forearm, nose and other 
details of head. Michaelis believed the head belonged, 
although the neck was much pieced. A sistrum restored in the 
right hand was missing by 1917, and indeed the right hand 
appeared to have been broken off and reattached at a different 
angle (cf. Pl. ут, т and Fig. 16). There are breaks through the 
lower legs. 

Lit.: Fosbrooke pl. т; Hope Marbles pl. 17; Brayley-Britton 
86; Michaelis 284-5 по. 12; Christie’s Catalogue, 23 July 
1917, lot 233 pl. 11; Reinach, RS У (1924) 367,5; E. Paribeni, 
Sculture Greche (1953) p. 47, under no. 76. 


A statue of a female that is closely related to late Archaic 
Greek statues of korai from the Athenian Acropolis. She 
wears a chiton over which is a shawl-like garment, or 
epiblema. On her head is a stephane. The Acropolis korai to 
which she comes closest for dress are nos. 671, 670, 602, and 
687, while the rounded features of the face are similar to 
those of no. 684.” Although Christie’s considered this to be 
ancient Greek work, it is more likely a good Roman copy, as 
was the opinion of Michaelis. The date of the original would 
Бес. 500 В. С. In the time of Thomas Hope it was restored as 
a statue of Isis, perhaps with some justice, for archaistic 
female statues seem often to have been associated with this 
goddess in the Roman period.’ 

Provenance unknown, but its inclusion in Fosbrooke 
proves it to have been acquired by Thomas Hope. Surpris- 
ingly it is not mentioned by Westmacott, who records only 
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two priestesses in the Picture Gallery at Duchess Street (nos. 
18 and 19, below). Perhaps by 1824 it had already been moved 
to the Entrance Hall at Deepdene, where it is stated to have 
been placed by the annotation to Hope Marbles and by the 
Yale Inventory (“Statue of Isis with long tresses”). It was still 
in the Entrance Hall when seen by Michaelis. 

Purchased by Agnew in 1917 for 3,400 gns. (£3,579), the 
fourth highest sum paid for a statue in the sale, presumably 
reflecting Christie’s description of it as genuine Archaic 
Greek work. All the other items purchased by Agnew went to 
Viscount Cowdray, but when they were resold by Sotheby’s, 
27 July 1933, lots 121~7, there was no sign of this statue. 
Possibly it may have been sold to a dealer in Paris, Mr. D. G. 
Kelekian of 2, Place Vendöme.* 


671: Payne & Young, Archaic Marble Sculpture from the Acropolis 
(1936) pl. 42, 2-3; С. М. A. Richter, Korai (1968) no. 111 figs. 
341—4. 670: Payne & Young, ор. си. pls. 65—67 (without shawl). 
602: Payne & Young, op. cit. pl. 60, 1-3 (without shawl). 687: 
Payne & Young, op. cit. pl. 92, 1. 

Payne and Young, op. cit. pls. 79-80; Richter, ор. cit. по. 182 figs 
578-82. 

СІ. archaising statue from peribolus of Isis at Pompeii, Naples 
Museo Archeologico Nazionale, inv. 976; Br. Br. 656; Exhibition 
catalogue, Стона del "уоо a Napoli 1734-1799, Naples December 
1979-October 1980, II, pp. 69-70 no. 323. For an archaistic statue 
found in the sanctuary of Isis at Dion, Macedonia, see D. Pander- 
malis, AA 1982 734 fig. 8. 

А report probably in the Athenaeum, known to me only from a 
press cutting in the possession of Prof. Sir E. Waterhouse, states 
that: “А well-known Paris antiquary, Mr. D. С. Kelekian, 2 Place 
Vendóme, was the purchaser of one of the most notable objects 
disposed of at the recent Hope sale in London, namely an Archaic 
Greek statue in bronze, 4 Y feet in height, of the “transition 
period," about зоо years B. C., a superb, stately female figure, 
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FIGURE 16 


Left and centre: statue of Peplophoros, Hope no. 18; Right: statue of Archaic female type, Hope no. 17 
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typically clad, but whether of matron or goddess cannot easily be 
determined.” Except for calling и bronze, this is a reasonably 
accurate description of our statue. No large bronze statues were 
sold at the Hope auction, so the term may be an error. 


18. Statue of Peplophoros with Archaising 
Head M. 13, C 234 РІ. 51, 2-4. Fig. 16 


Now Walters Art Gallery, Baltimore, U.S.A., по. 23. 87. 
H. 1.36m. 

Marble: Parian. 

Restored: middle part of drapery at front and on left side, 
right hand and wrist, neck, nose and upper lip. Head ancient 
but alien according to Ridgway, although Michaelis thought 
it belonged. Right arm broken and reattached. Plinth origi- 
nal, but base modern. Fingers of restored right hand once 
held petals of flower in a delicate gesture. 

Lit.: Hope, Household Furniture pl. а; Fosbrooke pl. 1; 
Hope Marbles pl. ı7; Westmacott 228; Brayley-Britton 87; 
Michaelis 285 no. 13; Christie’s Catalogue, 23-24 July 1917, 
lot 234 pl. 12; Reinach, RS У (1924) 367, 6; Е. Paribeni, ASA 
NS 8-10 (1946-8) то4Н. fig. 1; Raubitschek, BSA 40-41 
(1939-45) 36; Е. Langlotz, /41 61-62 (1946-7) 105 pl. 26, 2; 
С. С. Vermeule, АЈА 59 (1955) 134; В. 5. Ridgway, Hesperia 
38 (1969) 213-22; eadem, The Severe Style in Greek Sculpture 
(1970) 144 по. 5; 5. Gohr іп Bertel Thorvaldsen, 
Ausstellungskatalog (Köln 1977) 186 with fig.; C. C. Ver- 
meule, Greek and Roman Sculpture in America (1981) p. 192 
no. 158. 
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The pose is a sub-Archaic one with left foot slightly in adv- 
ance of right and left hand pulling at the skirt of the garment in 
the manner of the korai. But the dress is the peplos of severe 
and simplified style, reminiscent in treatment of some of the 
Olympia sculptures. There are four drill holes at the front for 
a metal girdle, and further drill holes on each foot near the 
hemline are likely to be for metal sandal-straps. The head has 
an elaborate hairstyle around the forehead, rendered with the 
drill, above which is worn a stephane. From the crown of the 
head the hair is drawn to a tight bun at the back of the neck. 
Although described by Christie’s as “Archaic, с. 500-460 
В.С.”, there is no doubt that this is Roman work. Ridgway 
judges it “a classicistic creation of the First century B. C.” 

Provenance not known, but displayed in the Picture 
Gallery at Duchess Street from 1804, visible on the left in Fig. 
4. Called Spes Augusta by Fosbrooke, but a Greek priestess 
by Westmacott. Removed to Deepdene in 1824 and placed in 
niche no. 1 in the Theatre of Arts, according to the annotation 
to Hope Marbles, a position confirmed by Williams’ water- 
colour (РІ. 41) and the Yale Inventory. It was still in the 
Theatre in the time of Brayley-Britton, and was not one of the 
“four statues of Egyptian priestesses” mentioned as being in 
the Hall then (p. 86). When seen by Michaelis it had been 
moved to the Entrance Hall together with other sculptures 
from the Theatre, being placed in a ground-floor arcade. 

Purchased in 1917 by Wallis for 1,400 gns. (£1,470); 
bought by Henry Walter in 1930, and passed a year later to 
the Walters Art Gallery, Baltimore. 
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FIGURE 17 


Archaistic statue of maiden, Hope по. 19, Lever по. 4 


19. Archaistic Statue of Maiden М. 32, 


57239 Pls. 5; 7, 3-4. Fig. 17 
Now Lady Lever Art Gallery, Port Sunlight, LLAG 19. See 
above, Lever Catalogue no. И 

Provenance unknown. Displayed in the Picture Gallery 
Duchess Street from 1804, visible on the right of Номера 
Furniture pl. 2 (here Fig. 4). Called “Isis” by Fosbrooke pl». 
Removed to Deepdene in 1824 and displayed in the Entrance 
Hall. Called *Priestess of Isis" in the annotation to Hope 
Marbles pl. 18. Probably one of the “four statues of Egyptian 
priestesses" recorded in the Entrance Hall by Brayley- 
Britton. By the time of Michaelis’ visit, it had been moved to 
the colonnade of the South Front, first storey. 


Purchased in 1917 for 300 gns (£315) by Partridge for W. 
ІП Lever. 


20. Statue of a Bacchante М. зо, С. 240 
Fig. 15 

Present location unknown. 

| 1.3501. 

Marble: Thasian. 


Restored: vase in left hand, and probably hand itself, parts of 
tree trunk and snake, tip of nose and details of head. Neck 
cracked right through, but Michaelis had no doubt that it 
belonged. Surface of statue extensively retouched. 

Lit.: J. В. Cavalieri, Antiguarum Statuarum Urbis Romae 
Liber III-IV (Rome 1594) pl. 72; Christie's Catalogue, 29 
April 1801, lot 93; T. Hope, Howsebold Furniture pl. 2; 
Fosbrooke pl. 13; Hope Marbles pl. 9; Westmacott 229, 
Brayley-Britton 87; Michaelis 288-9 по. 30; Christie's 
Catalogue, 23-24 July 1917, lot 240 pl. 14; 5. Reinach, RS V 
(1924) 207, 2; Vente Mensing, 1925, 1013, fig.; Muthmann, 
Statuenstützen 174 n. 27; P. P. Bober in Essays in History of 
Art presented to Rudolf Wittkower (1967) 120-1 fig. 7. 


A small, decorative female statue wearing high-girdled chiton 
and himation, identified as a bacchante from the ivy wreath 
and fillet which adorn the hair. Bober has traced this statue 
back to the Collection of Francesco Lisca in Rome c. 1530. 
She identifies it with a figure described by Aldrovandiin 1550 
as: *Hebe... vestita, e sta in atto di versare acqua con un 
vase, che ha in mano." It then passed to the Garimberti 
Collection, where it was drawn by Cavalieri. His illustration 
is as usual in reverse, the tree trunk is thicker, the vase differs, 
there is no snake, and the fingers of the right hand, set on the 
hip, are not spread, but it is likely to be the same statue in an 
earlier restoration. 

Thomas Hope bought the statue for £24. 3s. at Christie's 
sale of 29 April 1801, where it is described in the catalogue (lot 
93) as: “Рио (a whole length figure) of a Bacchanalian 
Nymph, crowned with ivy, a serpent issuing from a tree, to 
drink from an inverted cantharus in her hand. The face of this 
figure is full of lively expression, and the whole very fine." 
This was a “Sale of Pictures, Antique Marbles etc. belonging 
to His Grace the Duke of St. Alban's (who is removed to 
Mansfield St.)." The statue then may be one of those acquired 
from Rome about 1780 by George, Third Duke of St. 
Alban's, who died in 1786." 
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It was displayed from 1804 in the Picture Gallery at 
Duchess Street, where it is visible in the far right corner of 
Household Furniture pl. 2 (here Fig. 4). Removed in 1824 to 
the Deepdene, and placed in the Theatre of Arts niche no. 4 
(annotation to Hope Marbles pl. 9), next to the statue of 
Aphrodite, no. 12 above, which it had stood opposite at 
Duchess Street. Seen there by Brayley-Britton and described 
as "Hygeia". By the time of Michaelis' visit it had been moved 
to the colonnade of the South Front of the House, first 
storey. 

Bought in 1917 by Colnaghi for зоо gns. (£315). C. С. 
Vermeule reports privately that it turns up next in the Vente 
Mensing of 1925, but I have been unable to verify this. 
Subsequent history unknown. 


' Michaelis тоз п. 265. 


21. Statue of Peplophoros Pl. 53, 1 
Now Ashmolean Museum, Oxford, no. 1917.66. 

H. 1.53 m. from top of plinth. Th. of plinth 0.09 m. 
Marble: Pentelic. 

Restored: a few patches in the drapery on the front; edges of 
plinth. The restored forearms and neck have been removed, 
and the head is now catalogued separately (see below, no. 50). 
The surface has been roughly cleaned. 

Lit.: P. Gardner, JHS 38 (1918) 1-26; id., New Chapters in 
Greek Art (1926) 46-83 pls. 1-2; S. Reinach, RS V (1924) 367, 
7; Lippold 132 n. 10; E. Paribeni, Sculture Greche (1953) 
52-53 under no. 89; С. С. Vermeule, AJA 59 (1955) 135. 


A statue of a heavily draped female figure wearing chiton and 
peplos of early Classical type, the weight taken on the left leg, 
while the relaxed right just pushes through the garment. The 
head of ‘Sappho’ type, no. 50, which was formerly attached, 
is not thought now to belong and has been removed. Gardner 
considered this to be an original Greek statue of c. 460 B. C. 
and associated it with Pheidias, but there is no doubt that it is 
a Roman copy. 

There is no reference to this statue before Gardner’s publi- 
cation. Presumably it came from Humbert & Flint’s house 
sale, where, according to Gardner, it was “wrongly 
described, and not figured.” Its acquisition for a sum in excess 
of £600 is recorded in a report in The Times of November 


1917." 


' The Times, 6th November 1917: “Decrees will be proposed in 
Congregation at Oxford today authorizing the payment out of the 
Craven and Ireland funds of £600 towards the cost of ancient 
sculpture bought for the University from the Hope Collection at 
Deepdene by the Lincoln and Merton Professor of Classical 
Archaeology ... Directly it was announced that the Hope Collec- 
tion would be for sale, Professor Gardner set about raising money, 
laying the above funds under contribution and obtaining substan- 
tial assistance also from Queen’s, Magdalen, and Brasenose Col- 
leges, and from a few private friends. In the end he acquired a piece 
of the first importance and of great beauty, a draped female figure 
of Pentelic marble and in the best Attic style. This he has since 
pronounced to be almost certainly of the School of Pheidias, most 
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M. Vickers has made the interesting suggestion that this 
statue may have inspired the figure of Helen in Richard 
Westall’s painting of 1805, “The Reconciliation of Helen and 
Paris, after his defeat by Menelaus." While there are some 
undoubted similarities in the dress, and the head of Helen 15 
close to the ‘Sappho’ type, there are many differences also, 
particularly in the treatment ofthe garment over the legs. And 
the case is not helped by the complete absence of references to 
this statue in the time of Thomas Hope. More likely it was 
acquired by Henry Thomas Hope and displayed in his Lon- 
don town-house until after the time of Michaelis’ visit. 


probably a portrait figure, and possibly a representation of 
Aspasia, the wife of Pericles.” See also below, the heads of ‘Sappho’ 
and Agrippina, nos. 60 and 51. 

* Now in the Tate Gallery, London; Watkin pl. 14. Vicker's sugges- 
tion, first made privately, is now recorded in a notice displayed 
beside the statue and the head in the Ashmolean Museum. 


22. Statuette of Silenus as Heracles 
1528... 235 РІ. 52,2. Fig. 18 


Present location unknown. 

H. o.71 (Michaelis); o.775 (Christie's 1972). 

Marble: Greek. 

Restored: many patches on lion-skin, nose, right arm and 
hand with bunch of grapes, left hand except for thumb (resto- 
ration now missing), plinth with both feet and lowest part of 
club and rocky mass on which it rests, perhaps also both 
lower legs from above knees. 


Lit.: С. A. Guattani, Monumenti Antichi Inediti IV (August 
1787) 63-64 pl. ҙ; Fosbrooke pl. 20; Hope Marbles pl. 16; 
Westmacott 222; Neale 8; Prosser; Clarac, V. pl. 790 B no. 
1984 A; Michaelis 286 no. 18; Christie's Catalogue, 23—24 
July 1917, lot 235 pl. 13; Е. Johnson, Lysıppos (1927) 200; 
Christie's Catalogue, 18 October 1972, lot 187 pl. 16; C. C. 
Vermeule, А/А 79 (1975) 329 n. 22. 


A Roman statuette, perhaps of the first century A. D., of a 
balding, pot-bellied Silenus parodying the Resting Heracles 
of Lysippus, of which the best known version is the Farnese 
Heracles by Glykon in Naples.' 

There is little doubt that this is the statue first published by 
Guattani, which was then in the possession of the architect 
Carlo Antonini. The right arm was at that time differently 
restored, hanging beside the figure with a bunch of grapes in 
the hand, but in other respects the two statuettes are entirely 
similar. The height was given as “4 palmi circa" (= 0.88 m.). 
Guattani called his statue “Ercole Rusticello", and Fosbrooke 
pl. 20 is annotated “Hercules Rusticus." Christie's (1917) also 
states that: “the present statue is referred to under this title 
(i.e. Hercules Rusticus) іп an early manuscript notice of the 
piece in the Hope Library." Westmacott more correctly 
described it as: “Silenus in the attitude of the Farnese Hercu- 
les." Recorded by him in the Statue Gallery at Duchess Street, 
where presumably it had been displayed since 1804, although 
it is not visible in Howsebold Furniture pl. 1 (here Fig. 2). 


' M. Bieber, The Sculpture of the Hellenistic Аре? (1961) 37; Ver- 
meule, loc. cit.; Robertson 467; F. Haskell & N. Penny, Taste and 
the Antique (1981) 229-32 no. 46 fig. 118; P. Moreno, Mélanges de 
L'École française de Rome, Antiquité 94 (1982) 379-526. 

* The suggestion was first made by Michaelis, loc. cit. 


FIGURE 18 


L vem à 
eft and right: statuette of Silenus as Heracles, Hope no. 22; Centre: statuette of seated Silenus, Hope no 25, Lever по. 3 
5%, у 
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FIGURE 19 


Left and centre: statuette of зеатед Satyr, Hope по. 24; Right: statuette of seated Silenus, Hope по. 23, Lever по. 3 


Removed to the Sculpture Gallery, Deepdene, 1824-31, 
where it is visible on the right in Williams’ water-colour (РІ. 
40). Brought back to Duchess Street after 1831 by Henry 
Thomas Hope, and likely to have remained there until 1849, 
when it was probably removed again to the Deepdene. When 
seen by Michaelis it was placed in the Gallery of the Entrance 
Hall. 

Purchased in 1917 by Hanbury for 180 gns. (£189). The 
statuette later passed into the Edward ]. Smith Collection, 
from which it was sold at Christie’s in 1972. By this time the 
restored left hand was missing, leaving the ancient thumb 
intact. It was bought by ‘Koly’ for 2,400 gns. (£2,520). 


23. Statuette of Silenus Seated on a 


Rock М. 19, С. 236 
Pls. 4; 7, 1-2. Figs. 18-19 


Now Lady Lever Art Gallery, Port Sunlight, LLAG 14. See 
above, Lever Catalogue no. 3. 

This may be the statue purchased by Thomas Hope for £42 at 
Christie’s sale of “Marbles consigned from Italy”, 31st May 
1800, lot 41, described as: “Bacchus crowned with ivy, a 
fragment, very fine.” Recorded by Westmacott in the Statue 
Gallery, Duchess Street (“Seated Silenus, antique”), where it 
had probably been displayed since 1804, although it is not 
visible т Household Furniture pl. т (here Fig. 2). Removed to 


Deepdene, 1824-31, and displayed in the vestibule at the end 
of the Sculpture Gallery, set on a high pedestal looking down 
the length of the Gallery (РІ. 40). Brought back to Duchess 
Street by Henry Thomas Hope after 1831 until probably 
1849, when it was returned to Deepdene. When seen by 
Michaelis it was placed іп the Gallery of the Entrance Hall. 

Bought in 1917 for 250 gns. (£262. 10s.) by Partridge for 
Werl. Lever. 


24. Statue of Satyr Seated on a Rock 


М. 46, Н. & Е. 1175 А Fig. 19 
Present location unknown. 

Н. 52 ins. (Н. & Е.) = 1.32 m. 

Marble: grey (Clarac). 

Restored: according to Clarac, only the ivy wreath in the hair 
and the syrinx in the right hand. Michaelis expresses doubts 
on the matter. 

Lit.: Fosbrooke pl. 7; Hope Marbles pl. (22); Neale 8; Pros- 
ser; Clarac, IV. pl. 718 no. 1718; Michaelis 293 no. 46; 
Reinach-Clarac 408, 6; Humbert & Flint’s Catalogue, Deep- 
dene, 12-19 September 1917, lot 1175 А. 


The pose of this satyr is a more upright version of the Drun- 
ken satyr type, exemplified by the bronze from Herculaneum 
in Naples and several marble copies.’ 
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FIGURE 20 


Statuette of Satyr, Hope no. 25 


Provenance unknown, unless this is the “Bacchus crowned 
with ivy” acquired 31st May 1800 (see above, по. 23). Drawn 
by Fosbrooke in close association with the Silenus no. 23, so 
likely to have been at Duchess Street in the early 1800’s, but 
not identifiable with certainty in Westmacott. Displayed in 
the Sculpture Gallery, Deepdene, 1824-31, placed at the 
elevated end next to no. 23, but obscured by a column in 
Williams’ water-colour (РІ. 40). Returned to Duchess Street 
after 1831, where it was seen by Clarac. Not recorded again 
until 1917, so it may have been transferred to Henry Thomas 
Hope’s new town-house on Piccadilly after 1849. Michaelis 
knew of it from Clarac, but did not see it. 

Described in Humbert & Flint as: “A 52 in. seated figure of 
young Bacchus on painted wood pedestal (in grounds).” The 
buyer in 1917 is not known. 


* Naples, Guida Ruesch no. 858; Lippold 330 nn. 4-5 pl. 118,3; О. 
Vasori in Giuliano, Museo Nazionale Romano, Le Sculture I, 1 
(1979) pp. 99-100 no. 76. 


25. Statuette of aSatyr М. до, С. 211 
Fig. 20 


Present location unknown. 

Н. o.61 m. 

Stated to be of marble by Christie's. 

Restored: both arms with cymbals, right leg with foot- 
clappers, lower half of left leg, and most of tree trunk with 
syrinx. Head ancient but alien, nose restored. 


Lit.: Fosbrooke pl. 8; Hope Marbles pl (23); Westmacott 222; 
Neale 8; Prosser; Clarac, IV. pl. 709 no. 1671 C; Michaelis 
291 no. 40; Reinach-Clarac дот, 3; Maviglia, RM 28 (1913) 
66; Christie's Catalogue, 23-24 July 1917, lot 211. 


A small statuette restored as a version of the Faun with the 
footclappers (kroupezion) in the Uffizi, Florence. How 
much justification there is for this restoration is impossible 
now to say. 

Provenance unknown, but drawn by Fosbrooke, and 
therefore acquired by Thomas Hope. Recorded in the Statue 
Gallery at Duchess Street by Westmacott: “А Faun, with 
Cootals, antique." Removed to Deepdene, 1824-31, and dis- 
played in the Sculpture Gallery on the north side (visible on 
the left in РІ. 40). 

Brought back to Duchess Street after 1831, where it prob- 
ably remained until 1849. Returned to the Deepdene, and 
when seen by Michaelis it was displayed in the Garden 
Saloon, or Orangery, together with the Hope Athena, no. 1. 

Bought in 1917 Бу Smith for 145 gns. (£152. 5s.). Subse- 
quent history not known. 


" С. A. Mansuelli, Galleria degli Uffizi: Le Sculture 1 (1958) no. 51; 
Lippold 520 n. 5; F. Haskell & N. Penny, Taste and tbe Antique 
(1981) 205-8 no. 34 fig. 106. The Marbury Hall version of this 
type, Michaelis no. 22, is now in the Nelson Gallery of Art, Kansas 
City, U.S.A. Cf. Vermeule, AJA 59 (1955) 142. 
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FIGURE 21 


Left: statuette of Isis, Hope по. 28; Right: statuette of Archaistic Dionysus, Hope no. 27 


26. Statuette of Youthful Dionysus 
М, жг С 257 


Present location unknown. 

H. о.8 тт. 

Marble: Thasian. 

Restored: left arm and thyrsos, probably right hand with 
grapes, most of panther, and perhaps also the head. 

Lit.: T. Hope, Household Furniture pl. ı; Westmacott 222; 
Clarac, IV. РІ. 696 no. 1619 В; Michaelis, AZ 32 (1874) 16 по. 
12; Michaelis 287 no. 20; Reinach-Clarac 391,6; Christie’s 
Catalogue, 23-24 July 1917, lot 237. 


A nude statuette of Dionysus, standing with his weight 
mainly on his right leg, near the trunk of a tree, in front of 
which a panther sits looking up at a bunch of grapes held in 
the god’s right hand. The restored left hand held a thyrsos. 
The head, inclined towards the right shoulder, has long curls 
and is adorned with a vine wreath. Not dissimilar in type to 
the statue of Dionysus at Holkham Hall, although smaller in 
size." 

Provenance unknown. Visible on the left of Household 
Furniture pl. 1 (here Fig. 2), but no engraving of itis preserved 
in Fosbrooke or Hope Marbles, although one is referred to by 
Christie’s. Apparently displayed in the Statue Gallery at 
Duchess Street from 1804 to 1849. Transferred to the Deep- 
dene, and when seen by Michaelis was placed in the Gallery of 


the Entrance Hall. 


Purchased in 1917 by Cory for 240 gns. (£252). Subsequent 
history unknown. 


' Holkham Hall, Statue Gallery: Clarac, IV. pl. 696 no. 1608 A; 
Michaelis 309-10 по. 25; EA 4876. 


27. Statuette of Archaistic Dionysus 
MG Сота Рі: ув 27 


Present location unknown. 

Н. overall 0.62 m.; excluding restored feet, 0.58 m. 

Marble: Luna (Strong). 

Restored: tip of nose, lower half of beard, hair above fore- 
head, both shoulder locks from below ears, part of neck, right 
arm from below armpit, left arm from below elbow with 
drapery over it, both feet from above ankle with lower edge of 
drapery and pedestal. Restored attributes were formerly held 
in the hands, a cup in the right and a thyrsos in the left. Head 
reattached but thought to belong. 

Lit.: Fosbrooke pl. 17; Hope Marbles pl. (19); T. Hope, 
Costume of the Ancients, 2nd edn. (1812) pl. 55; Westmacott 
222; Clarac, IV. pl. 696A по. 1641 A; Michaelis, AZ 32 
(1874) 16 no. 13: Michaelis 290 no. 36; Reinach-Clarac 392, 
3; Christie's Catalogue, 23-24 July 1917, lot 214 pl. 8; E. 
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FIGURE 22 


Statuette group of Eros and Psyche, Hope no. 29 


Strong, Catalogue of the Greek and Roman Antiquities in the 
Possession of Lord Melchett (1928) no. 2 pp. 4-5 pl. 7; 
Sotheby’s Catalogue, 24 May 1951, lot 23; С. С. Vermeule, 


AJA 59 (1955) 135. 


The pose is the slightly stiff, hieratic one typical of the late 
Archaic — early Classical transitional period. The drapery 
combines modelling lines and a degree of transparency with 
pleated folds in the bunch around the waist, proving this to be 
archaistic work. The head is that of a Dionysus, but Strong 
questions the identification on account of the nude upper 
torso which is unusual for draped figures of that deity. She 
suggests it may be based on Zeus or Asclepius types, and 
interprets the statuette as a pastiche of second century A. D. 
date. 

Provenance unknown, but drawn by Fosbrooke who calls 
it a “bearded or Indian Bacchus”. Recorded in the Statue 
Gallery, Duchess Street by Westmacott (“Indian Bacchus”), 
where it is likely to have been displayed 1804-1849. There- 
after at Deepdene, where it was displayed in the Library 
together with the Isis no. 28 when seen by Michaelis. 

Bought in 1917 for 230 gns. (£241. 10s.) by Spink for Sir 
Alfred Mond, later Lord Melchett. Sold in the 1951 Melchett 
sale for £10 to von Scherling. 


28. Statuette of Archaistic Draped Female 


(“Isis”) М. 37, С. 215 Fig. 21 


Present location unknown. 
Н.о.66 т. Marble. 
Restored: head, upper half of body, both arms, right foot. 


Lit.: Fosbrooke pl. 17; Hope Marbles pl. (19); Т. Hope, 
Costume of the Ancients, 1st edn. (1809) pl. 23; 2nd ейп. 
(1812) pl. 58; Westmacott 222; Clarac, V. pl. 990 no. 2569 A; 
Michaelis, AZ 32 (1874) 16 no. 19; Michaelis 290 no. 37; 
Reinach-Clarac 611, 8; Christie’s Catalogue, 23-24 July 
1917, lot 215 pl. 8; AA 1935 683. 


She stands with right foot set forward in a pose similar to that 
of the Dionysus no. 27, and wears chiton and peplos which 
are represented in archaistic style. Restored as an Isis, which 
she may well have been originally.’ 

Provenance unknown. Probably displayed as a pair with 
no. 27 in the Statue Gallery, Duchess Street, 1804-1849, and 
thereafter at Deepdene, where she was seen in the Library by 
Michaelis. 

Bought in 1917 by Mrs. Goetze for 170 gns. (£178. 105.). 


In addition to the statues of Isis cited under no. 17, n. 3, above, 
compare Louvre по. 359, Raeder 58 Kat. I 40; and the priestess of 
Isis in the Museo Capitolino, Rome, Helbig‘ П no. 1433. The 
Hope statuette is compared with the “Artemis” from Gortyn in AA 
1935 683. 


29. Statuette Group of Eros and 


Psyche: М. 22, Cs; Figs. 22-23 
Present location unknown. 

H. 0.75 m. 

Marble: coarse-grained Greek. 

Restored: probably much of the legs of both figures with the 
plinth, head of Eros, right forearm and hand of Psyche. 


Lit.: Fosbrooke pls. 5, 9; Hope Marbles pls. (20), (21); West- 
macott 222; Neale 8; Prosser; СЈагас, IV. pl. 653 no. 1501В; 
Michaelis 287 no. 22; Reinach-Clarac 361, 3; Christie’s 
Catalogue, 23-24 July 1917, lot 245 pl. 14. 


A much restored, smaller version of the famous wingless 
group of Eros and Psyche in the Museo Capitolino, Rome.’ 
The group, which may derive from a Hellenistic original, was 
very popular in the Roman Imperial period, and numerous 
copies exist.” 

Provenance unknown. Recorded in the Statue Gallery, 
Duchess Street by Westmacott, where it was probably dis- 
played 1804-1824. That it was a favourite of Thomas Hope’s 
is suggested by the fact that Fosbrooke made four drawings of 
it from different angles. Removed to the Sculpture Gallery, 
Deepdene, 1824-31, brought back to Duchess Street, c. 
1831-49, and then returned again to Deepdene, where it was 
seen by Michaelis in the Gallery of the Entrance Hall. 

Bought in 1917 by McPeake for зто gns. (£325. 108.). 


* Stuart Jones, Capitolino p. 185 no. 3 pl. 45; Helbig* II no. 1434; Е. 
Haskell & N. Penny, Taste and the Antique (1981) 189-191 no. 26 
fig. 98. 

* Discussed by Petersen, RM 16 (1901) 57-93. The Lansdowne 
group, Michaelis no. 70, EA 4914, was sold at Sotheby’s, 4 
December 1972, lot 117, and is now in the J. P. Getty Museum, 
Malibu. A lost group from Hadrian’s Villa is discussed and illus- 
trated by Haskell & Penny, loc. cit. with fig. 52; cf. also Raeder 
43-44 Kat. I 18. 
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ScatuettepisPan. М. 27, С. 241 
Рона: 


30. 


Present location unknown. 

Н. о.87 т. (Michaelis); Н. to plinth excluding head 0.77 m. 
(Strong). Th. of plinth 0.068 m. 

Marble: fine-grained Greek (Michaelis); Luna (Strong). 
Restored: nose and horns, right arm with pedum, lower left 
leg from bottom of thigh to just above hoof, section of shin of 
right leg, several patches on animal skin. The head, which has 
been reattached, was considered antique by Michaelis, but 
doubted (?worked over) by Strong. 

Lit.: Household Furniture pl. 1; Fosbrooke pl. 5; Hope 
Marbles pl. (20); Westmacott 222; Neale 8; Prosser; Speci- 
mens ЇЇ (1835) pl. $$; Clarac, IV. pl. 726A no.1740B; 
Michaelis 288 no. 27; Reinach-Clarac 371, 5; Christie’s 
Catalogue, 23-24 July 1917, lot 241 pl. 13; E. Strong, Catalo- 
gue of the Greek and Roman Antiquities in the Possession of 
Lord Melchett (1928) no. 19 p. 25 pl. 27; C. C. Vermeule, 
АЈА 59 (1955) 135; id., AJA 60 (1956) 338. 


A Roman statuette of a standing Pan, of the same type as the 
statue in Dresden and a torso in the Vatican.’ Work probably 
of the second century A. D. 

According to Christie’s it was acquired by Thomas Hope 
from the Altieri Palace. Displayed in the Statue Gallery, 
Duchess Street 1804-24, where it was admired by West- 
macott (“a terrific Pan”). Removed to the Sculpture Gallery, 
Deepdene, 1824-31, where it is visible on the right in 
Williams’ water-colour (РІ. 40). Brought back to Duchess 


FIGURE 23 


Left and right: statuette group of Eros and Psyche, Hope no. 29; Centre: statuette of Pan, Hope no. 30 


88 THE HOPE COLLECTION 


Street, c. 1831-49, and then returned again to Deepdene 
where it was seen by Michaelis in the Gallery of the Entrance 
Hall. 

Bought in 1917 for 240 gns. (£252) by Spink for Sir Alfred 
Mond, later Lord Melchett. Not in the 1951 Melchett sale 
catalogue, but reported by Vermeule in 1954 to be in the 
possession of В. Crowther Ltd., of Syon Lodge, Isleworth.’ 


! Dresden, no. 57: Clarac, Ш. pl. 544 no. 1142; Strong, op. cit. fig. 
11. Vatican torso: Amelung, Vat. Kat. р. 631 no. 492 Әрі. 66. Cf. 
also the Townley Pan, BM 1668: B. F. Cook, British Museum 


Yearbook П (1977) 42—43 figs. 24-25. 
* Crowther informed me that their records for this period no longer 
survive. 


31. Statuette of Ganymede M. 24, C. 246 
Fig. 24 


Present location unknown. 

Н. 1.06 m. 

Marble: Italian. 

Restored: most of right leg with the eagle, three parts of left 
leg, lower right arm, three parts of left arm with the cup, 
neck, ends of fillet, nose. Head reattached but thought to 
belong. 

Lit.: Christie’s Catalogue, 7 April 1801, lot 91; T. Hope, 
Household Furniture pl. 1; Fosbrooke pl. 16; Hope Marbles 
pl. 11; Westmacott 222; Clarac, III pl. 410B no. 706A; 
Michaelis 287-8 no. 24; Reinach-Clarac 193, 7; Maviglia, RM 
28 (1913) 70; Christie’s Catalogue, 23-24 July 1917, lot 246 
pl. 13; Christie’s Catalogue, 19-22 October 1937, lot 367. 


А small nude male Roman statue, made into a Ganymede Бу 
the restorer. The head wears a fillet. 

Bought by Thomas Hope at the sale of the Bessborough 
Collection in 1801 for #68. 55. According to the sale catalo- 
gue, the statue had been dug up in the Campus Martius, 
Rome, in 1767, and had been purchased by Lord Bess- 
borough from the Villa Albani.’ 

Displayed from 1804 in the Statue Gallery, Duchess Street, 
forming part of the centrepiece against the right-hand wall, 
flanking the bust of Antinous no. 52, and counterbalancing 
the Hermaphrodite no. 15. All three are shown frontally in 
correct sequence in Fig. 24. Not removed to Deepdene until 
after 1849. When seen by Michaelis it was in the Gallery of the 
Entrance Hall. 

Purchased in 1917 for 130 gns. (£136. 105.) by Tyler for the 
7th Duke of Newcastle, elder brother of Lord Francis Hope. 
Resold at the Clumber sale in 1937, when it was bought by 
Manvers for £16. 


For the Collection of William Ponsonby, Second Earl of Bess- 
borough, who died in 1793, see Michaelis 60-61. For the Villa 
Albani, see now H. Beck and P. C. Bol, eds., Forschungen zur Villa 
Albani. Antike Kunst und die Epoche der Aufklärung, Frankfurter 
Forschungen zur Kunst, Bd. то (Berlin 1982). 


32. Torso of Youth М. 17, С. 216 PL 53,2 


Present location unknown. 

Н. 0.41 m. 

Marble: Luna. 

Restored: in plaster, patches beneath right arm-pit, near 


FIGURE 24 


Left: statuette of Hermaphrodite, Hope no. 15, Lever no. 2; Centre: bust of Antinous-Osiris Hope no. 52 
Right: statuette of Ganymede, Hope по. 31 | К 
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FIGURE 25 


Left and centre: statuette of greyhound bitch, Hope по. 36; Right: statuette of greyhound, Hope no. 37 


right hip, above left buttock, and on outside of left arm. 
According to Strong, the surfaces of the sections of neck and 
both arms are roughly tooled and have dowel-holes. 

Lit.: Westmacott 222; Michaelis 286 no. 17; Christie’s 
Catalogue, 23-24 July 1917, lot 216; E. Strong, Catalogue of 
the Greek and Roman Antiquities in the Possession of Lord 
Melchett (1928) no. 9 р. 15 pl. 16; Sotheby’s Catalogue, 24 
May 1951, lot 34; C. C. Vermeule, AJA 59 (1955) 134; id., 
AJA 60 (1956) 337. 


Roman torso of a nude male figure, whose bent left arm was 
resting on a support. The pose is a reverse of that ofthe Anzio 
Apollo type (above, по. 8, п. г), but is a common one 
amongst leaning male figures of the fourth century B. C., 
from an original of which period this copy may derive. The 
torso was mounted on an antique stone fragment, called the 
base of а candelabrum by Christie’s, but more like an 
upturned architectural stone with dentils. Not mentioned by 
Michaelis or Strong. 

Westmacott’s description, “Small marble torso, antique”, 
probably refers to this piece, confirming its acquisition by 
Thomas Hope. When seen by Michaelis it was in the Gallery 
of the Hall at Deepdene. 

Bought in 1917 for 16 gns. (£16. 16s.) by Spink for Sir 
Alfred Mond, later Lord Melchett. Sold to Wilson in 1951 for 
ETS 


33. Statue of Boy in Toga C. 238 


Present location unknown. l 
H. given as 3ft. = 0.915 m. Marble. No details of restora- 


tions. 4 
Lit.: Christie’s Catalogue, 23-24 July 1917, lot 238; Christ- 
ie’s Catalogue, 8 June 1937, lot тут. 


Known only from the two short descriptions by Christie’s. A 
standing Roman statue of a boy, wearing tunic and toga, with 
sandals on his feet. Nose and right hand missing. A statue of 
this type was illustrated by Guattani,’ but there is no reason 
to suppose it is the same one. 

Not seen by Michaelis or mentioned by any earlier author- 
ity, so far as known. Probably acquired by Henry Thomas 
Hope after 1831 and displayed in his London town-house. 

Bought in 1917 for 90 gns. (£94. 10s.) by Tyler for the 7th 
Duke of Newcastle, elder brother of Lord Francis Hope. 
Resold in the Clumber sale of June 1937 to Jarabad (?) for £2. 


1 С. A. Guattani, Monumenti Antichi Inediti V, June 1788, 41-43 
pl. 2 (preceding p. 41). 


34. Roman Statuette of Draped 
Woman 5. 20 


Present location unknown. 

Н. 42115. = 1.067m. Material not stated. No details of 
restorations. 

Lit.: Spink & Son, An Exhibition of Antique Sculpture, Vases, 
Bronzes &c. &c. (London 1919) p. 13 no. 20. 


Known only from the short description in Spink. Nose and 
left hand missing. Right hand looped inside the upper folds of 
the stola which hangs gracefully over the tunic. 

Probably one of the acquisitions of Henry Thomas Hope 
after 1831, and acquired by Spink at the House sale in Sep- 
tember 1917. 
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35. Statue Group of Draped Female and 
Youth C. 250 


Present location unknown. 
Lit.: Christie’s Catalogue, 23-24 July 1917, lot 250. 


Known only from Christie’s description: “Antique marble 
group: draped female and youth (?Calliope and the young 
Orpheus) – 6 ft. high - Greek. The former, whose hair 15 
bound by a fillet, wears the chiton and himation, the outer 
garment hanging over the breast in double fold (diploion). 
Her left hand holds a scroll; the right hand is raised. The boy 
stands on her left, nude, with drapery thrown over left shoul- 
der — a fine group, but out of condition.” 

Westmacott 222 mentions a “small marble group, Satyr and 
Woman”, but it can hardly be this. Probably rather an acquis- 
ition of Henry Thomas Hope. 

Purchased in 1917 by R. Harris for 420 gns. (£441). 


36. Statue of Greyhound Bitch M. 21, 
С, 226 Pl. 54, 2. Fig. 25 


Present location unknown. 

Н. 0.64 m. 

Marble: coarse-grained Greek. 

Restored: muzzle, ears, some of neck, lower part and paw of 
raised right foreleg, lower left foreleg, small portions of tail. 
Plinth broken through but ancient. Head certainly ancient, 
according to Lippold. 

Lit.: Fosbrooke pl. 4; Hope Marbles рі. 8; Westmacott 223; 
Michaelis 287 по. 21; Christie’s Catalogue, 23-24 July 1917, 
lot 226; Lippold in EA 4866; C. C. Vermeule, AJA 59 (1955) 
134. 


A Roman statue of a seated greyhound bitch, wearing a 
collar, and raising its right foreleg in a playful gesture. The 
plinth has a smooth upper surface and a profiled edge. Roden- 
waldt identified the breed as the Celtic greyhound (or vertra- 
gus),' a type which is also represented іп the famous groups of 
playing greyhounds in the Townley Collection and the Vat- 
ican. 

Westmacott gives the provenance: “Dog and Bitch, anti- 
que. Found by Prince Chigi, in his cave at Torre Paterno, 
among the ruins of Antoninus’s Laurentine Villa; it is singu- 
larly fine.” Also from these excavations were the portraits of 
Agrippina по. ут, Antoninus Pius по. 53, and Faustina Maior 
по. 54. Apparently displayed as a pair with no. 37 in the 
Statue Gallery, Duchess Street from 1804 to 1849, but not 
visible in Household Furniture pl. г (here Fig. 2). Thereafter 
removed to the Deepdene, and seen by Michaelis in the 
Gallery of the Entrance Hall. 

Bought in 1917 by Smith for 720 gns. (£756). 

* С. Rodenwaldt, /41 48 (1933) 204-25. It differs slightly from the 
type of dog often depicted on Greek grave reliefs, for which see B. 
Freyer-Schauenburg, Antike Kunst 13 (1970) 95-100; and Е. Ecks- 
tein, Rendiconti della Pontificia Accademia Romana di 
Archeologia, Series Ш, vol. 49 (1976-7) 235-47. 

* Townley greyhounds: London, BM 2131. Vatican: Amelung, Vat. 
Kat. П no. 116 pl. 31; Helbig* I no. 105. Cf. also Amelung, loc. cit. 


no. 117 pl. 31, for a seated greyhound bitch similar to the Hope 
statue. 


37. Statue of Greyhound Dog М.23; 
Стар РІ. 54, г. Fig. 25 


Present location unknown. 

H. 0.68 m. 

Marble: coarse-grained Greek. 

Restored: head and neck, left foreleg except paw. 

Lit.: Fosbrooke pl. 4; Hope Marbles pl. 8; Westmacott 223; 
Michaelis 287 no. 23; Christie’s Catalogue, 23-24 July 1917, 
lot 227; Lippold іп EA 4867; С. С. Vermeule, АЈА 59 (1955) 


134. 


А Roman statue of a seated greyhound dog, wearing a collar, 
both forepaws resting on the plinth, which is carved in the 
representation of rock. Lippold suggested that, because of the 
different plinth, as well as differing collars and style of work- 
manship, this statue was not originally carved as a pair with 
the bitch, no. 36. He failed, however, to take into account the 
common provenance reported by Westmacott (above, no. 
6). 

i = history in the Hope Collection is the same as for no. 36. 
Bought by Smith in 1917 for 280 gns. (£294). 


38. Statue of Athena Pl. 53,3 
Now Denman Collection, Texas, U.S.A. 

Н. 1.378 m. Marble. 

Restored: both arms, edges of plinth. 

Lit.: Christie’s Catalogue, 19-22 October 1937, lot 360; 
Sotheby’s Catalogue, 4 December 1972, lot 184 pl. 38. 


A small statue of Athena wearing a peplos and himation, with 
а large, divided aegis and a Corinthian helmet. The peplos has 
high girdling. This appears to be a Roman variant of a Greek 
original of с. 325—300 В. C., of which numerous replicas are 
preserved.‘ In most of these copies the weight is taken on the 
right leg and not the left as here, and there is no peplos drawn 
around the hips and upper legs. 

The earliest certain reference to this statue is in the 
Clumber sale of 1937, where it is described as being “from the 
Hope heirlooms.” One would expect it to be from the Deep- 
dene House sale in 1917, but the only Athena in Humbert & 
Flint's catalogue is lot 1164, described as: “a full length figure 
of Minerva holding in her right hand an upright spear, serpent 
at base. Height of figure 3 ft.” This may be our statue in an 
earlier restoration, but the heights do not tally, 3 ft. being 
0.915 m. If it is from the Hope Collection, it would probably 
have been acquired by Henry Thomas Hope. 

Bought in 1937 by Manvers for £95. It then passed to the 
Bomford Collection, from which it was sold in 1972 for 
£3,600 to the Collection of Gilbert Denman Jr. of San 
Antonio, Texas. 


' The best known examples are in Woburn Abbey and Vatican, 
Braccio Nuovo. See Helbig* I no. 445, and K. Fittschen, Die 


Skulpturen der Sammlung Wallmoden (Göttingen 1979) 26-28 
по. 2. 


39. "Statue of a Youth” C. 250A 

Known only from a pencilled addition to Christie’s own copy 
of the 1917 Hope sale catalogue, which reads: “Marble statue 
of a youth Graeco-Roman”. Bought for £10 5 by F. Partridge. 
Somewhat confusingly the Wellcome Institute's annotated 
catalogue describes the additional lot 2 50 A as “Legs”, while 
the Lady Léver Art Gallery’s copy calls it “new legs”. 
Although F. Partridge was otherwise buying for W. H. Lever 
at the sale, this lot did not come to him. 


Heads, Busts and Fragments 


40. Head of Satyr М. т, С. 232 Fig. 15 
Present location unknown. 

H. not given. Stated to be lifesize. 

Marble: Parian. 

Restored: tip of nose, part of pointed ears and hair, part of 
top of head, whole of bust. 

Lit.: Hope Marbles pl. 9; Brayley-Britton 87; Michaelis 279 
по. 1; А. Furtwängler, Masterpieces of Greek Sculpture 
(1895) 329 п. 5; Christie’s Catalogue, 23—24 July 1917, lot 232 
pl. 3; Picard, Manuel III (1948) 524; G. E. Rizzo, Prassitele 
(1951) 35; C. C. Vermeule, AJA 59 (1955) 134. 


A Roman copy of a satyr’s head from the statue type known 
as the Resting Satyr, the original of which is usually thought 
to have been by Praxiteles.' Michaelis considered it one of the 
best examples. 

Provenance unknown, but an early acquisition, as it 
formed part of the original display in the Statue Gallery at 
Duchess Street, being placed in the centre of the left-hand or 
east wall (Fig. 2, identity confirmed by Townley list). Later it 
was removed to the Deepdene, as we know from the caption 
to Hope Marbles рі. 9 which reads: “A head по. 9 2nd Row 
Theatre Deepdene.” In the Yale Inventory the ninth head in 
row two in the Theatre is identified as “head of Caligula in 
character of Hercules”, so it is probably this satyr which is 
referred to in Brayley-Britton as “Caracalla (as Hercules).” 
When seen by Michaelis it was on the ground-floor of the 
Entrance Hall. E. Strong managed to gain access to see it in 
the summer of 1893 (Furtwängler, loc. cit.), but she could not 
obtain a photograph, and none has ever been published. 

Purchased in 1917 by Gudenian for 820 gns. (£861). 


! For the type, see Stuart Jones, Capitolino pp. 350-1 no. то pl. 87; 
Helbig* II no. 1429; Lippold 240 рі. 84, 4; Р. Gercke, Satyrn des 
Praxiteles, Diss. Hamburg (1968) 29. 
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41. ‘Terminal Head of Мееарег М. 16, 
С. 231 Biest 

Present location unknown. 

H. not given, but stated to be lifesize. Marble. 

Restored: nose, part of lower lip, details of hair on upper 

head, and lower part of bust. 

Lit.: Michaelis 286 no. 16; Christie’s Catalogue, 23-24 July 

1917, lot 231; A. Preyss, Text to Br. Br. 691-2 p. 5 по. 17; С. 

Lippold, EA 4865; Picard, Manuel Ш (1948) 720 п. 2 fig. 320; 

Lippold 289 п. 6; Arias, Skopas (1952) 131, В. 17; С. С. 

Vermeule, АЈА 59 (1955) 134; А. Е. Stewart, Skopas of Paros 

(1977) 144 no. 21. 


А Roman copy, probably of early Antonine date, of the head 
of the Meleager statue attributed to Skopas. The bust has been 
carved for attachment to the shaft of a herm. 

First recorded by Michaelis in 1877, when it was in the 
upstairs Gallery of the Entrance Hall at Deepdene. Probably 
acquired by Henry Thomas Hope. 

Purchased in 1917 by Durlacher for 720 gns. (£756). 


42. Head of Athena М. 29, С. 230 Pl. 55,2 


Present location unknown. 

H. not given, but described by Michaelis as of colossal scale. 
Marble. 

Restored: nose, upper lip, half lower lip, chin, parts of 
helmet. 

Lit.: Brayley-Britton 87; Michaelis 288 no. 29; Christie’s 
Catalogue, 23—24 July 1917, lot 230 pl. 10. 


A Roman head of Athena wearing the Corinthian helmet. 
Although dismissed by Michaelis as “insignificant sculp- 
ture”, it may be a variant or simplified copy of the head of the 
Athena of Giustiniani type, which derives from an original of 
late fifth century B. C. date.’ Points in common are the pose, 
proportions, similarly arranged hair, and the rams’ heads on 
the cheekpieces, although the cheekpieces themselves come 
lower over the forehead on the Giustiniani type. 

Westmacott (p. 228) records a “bust of Minerva” in the 
Picture Gallery at Duchess Street, but this is perhaps rather 
the copy of a colossal bust in Rome which was later displayed 
in the Sculpture Gallery, Deepdene (seen on the left in РІ. 40). 
The first reference to this head may be the bust of “Roma” 
recorded in the Theatre of Arts at Deepdene by Brayley- 
Britton. It would seem to have been placed either no. 5 or no. 
7 in the second row. In the Yale Inventory both these places 
are left vacant, and a “helmeted head” is stated to have been 
exhibited in the closet on the right, entering the Theatre from 
the Conservatory. Perhaps therefore a late acquisition by 
Thomas Hope. When seen by Michaelis it was in the col- 
onnade of the South Front, first storey, a place to which 
several of the sculptures formerly in the Theatre had been 
removed. 

Purchased in 1917 by Spink for 230 gns. (£241. 105.), but 
did not appear in their sale of antiquities in 1919. 


' G. В. Waywell, BSA 66 (1971) 381 pl. 69b. 
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M. 44, 
РИТА 


43. Terminal Head of Dionysus 
er 


Present location unknown. 

Н. according to Millingen ı ft. 8115. = 0.51m.; 21115. = 
0.533 m. according to Anderson. 

Marble: Pentelic. 

Restored: nose, terminal bust. 

Lit.: J. Millingen, Ancient Unedited Monuments ЇЇ (1826) p. 
18 pl. 11; Michaelis 293 no. 44; Christie's Catalogue, 23-24 
July 1917, lot 212; Anderson Galleries Auction, New York, 
26-29 January 1921, lot 788. 


A head of the bearded Dionysus, rendered in the conven- 
tional archaising style with a triple row of curls around the 
forehead. Called Archaic by Christie's, but likely to be 
Roman work. 

Christie's catalogue states that this head was bought from 
James Millingen about 1824. It seems to have been displayed 
first in the Theatre at Deepdene, probably no. 11 inrow 2, the 
back of it being just visible in Williams’ water-colour (РІ. 41). 
It is mentioned in the Yale Inventory in this position as 
“Bearded Bacchus." When seen by Michaelis it was placed 
*before the South Front of the House." 

Bought in 1917 by Coureau for 26 gns. (£27. 6s). Resold 
four years later in New York. 


M. 38 


44. Terminal Head of Dionysus 
Pl. 41 


Present location unknown. 
Н. 0.20 m. Material not stated, but presumably marble. 
Lit.: Michaelis 290 no. 38. 


A smaller head, like no. 43, but crowned with ivy. The 
only known illustration of this bust is in Williams’ water- 
colour of the Theatre at Deepdene, where it is to be seen as 
no. r in row 2. It is also recorded in this position by the Yale 
Inventory (“Bearded Bacchus"). When seen by Michaelis it 
was in the Library together with the statuettes of Dionysus 
and Isis, above nos. 27 and 28. 

Not in Christie's sale in 1917. It may have been lot 1201 in 
Humbert & Flint's House sale, described as: *A Terminal 
head of a bearded ‘Dionysius’ (sic).” 


45. Terminal Head of Dionysus М. 45 


Present location unknown. 

Н. 21 ins. (Anderson) = 0.533 т. Marble. Repaired. 

Lit.: Michaelis 293 no. 45; Anderson Galleries Auction, New 
York, 26-29 January 1921, lot 789. 


Said by Michaelis to be similar to no. 43 above, “but of very 
vacant expression and common style.” Anderson describes it 
as: “In the Archaic style. A middle aged man, the loosely 
curling hair bound by a fillet, and two long tresses falling over 
either shoulder. The locks of the beard carefully arranged.” 
Provenance unknown. When seen by Michaelis it was 


before the South Front of the House. Not in Christie’s sale in 
1917. Itcould have been lot 1201 in Humbert & Flint’s House 


sale, if that was not the preceding. 


46. Head of Asclepius М. 41, я 
Pl. 14, 3-4. Fig. 30 

Now Lady Lever Art Gallery, Port Sunlight, LLAG т. See 
above, Lever Catalogue no. 6. l 
First seen in Hope Marbles pl. (29) where it is placed on the lid 
of the circular cinerarium LLAG 15 (Lever Catalogue no. 18, 
Pl. 26). Presumably therefore it was displayed in this fashion 
in the Theatre of Arts, Deepdene, where this cinerarium was 
no. 8 in row 3. When seen by Michaelis it was separately 
displayed in the Garden Saloon or Orangery together with 
the Hope Athena, no. 1, and much of the decorative sculp- 
ture. 

Purchased for 38 gns. (£39. 18s.) in 1917 by Partridge for 
WE Lever. 


47. Head of a Youth in a Phrygian 
Сар C. әш 


Present location unknown. 

Lifesize according to Christie's. H. given by Anderson as 
22ins. — 0.56 m. 

Marble: said to be Pentelic. 

Lit.: Christie's Catalogue, 23-24 July 1917, lot 213; Ander- 
son Galleries Auction, New York, 27 January 1921, lot 412. 


Christie's describe the head as Greek, and well-sculptured, 
and state that it was acquired by the Hope family from James 
Millingen about 1824 (cf. no. 43, above). This may well be the 
head published by Guattani in 1784, and called by him "Testa 
con Pileo Frigio.”' It was apparently found on land belonging 
to the Sampieri family not far from the tomb of Caecilia 
Metella on the Via Appia just outside Rome, and was at that 
time displayed in their house. The head in Guattani's engrav- 
ing is turned to the subject's left, and, apart from the Phrygian 
cap which is worn, has long curling ringlets, arranged 
symmetrically and covering the upper part of the ears and the 
nape of the neck. 

A head recorded in the Theatre at Deepdene by the Yale 
Inventory, and described as *head sugar loaf cap", is prob- 
ably this one. It was no. 11 in row 3, and the back is just 
visible in Williams’ water-colour (РІ. 41), placed below and in 
front of the Dionysus term, no. 43, which had also been 
acquired by Millingen. Not seen by Michaelis. 

Purchased in 1917 for 58 gns. (£6o. 18s.) by L. Browne, 
and resold four years later in New York. 


‘С.А. Guattani, Monumenti Antichi Inediti I (September 1784) 
76-77 pl. 2. 


48. Head of? Juno С. 218 


Present location unknown. 
Lit.: Christie’s Catalogue, 23-24 July 1917, lot 218. 


Known only from Christie’s brief description: “marble... 
with stephane; heroic size- Greek. This very beautiful head is 
е even the nose having suffered no fracture - on marble 
socle.”' 

Probably one of Henry Thomas Hope’s acquisitions. 
Bought in 1917 for the considerable sum of soo gns. (£525) by 
Screep. 


` A fine head of Juno from an excavation at Praeneste is published by 
Guattani, Monumenti Antichi Inediti IV (May 1787) 33-34 pl. т. 
She wears a large stephane, but the eyes are drilled. 


49. Head оға Woman $.4 РІ. 57, 2-3 
Now in the University Museum, University of Pennsylvania, 
Philadelphia, U.S.A., по. 30-7-1. 

H. 0.385 m. Marble. 

Restored: nose. 

Lit.: Spink & Son, An Exhibition of Antique Sculpture, Vases, 
Bronzes &c. &c. (London 1919) no. 4 fig. 4; Spink & Son 
Ltd., Greek and Roman Antiquities (no date) no. гр. 3; С. 
С. Vermeule, Greek Art (1980) 69, 128, fig. 87; id., Greek 
and Roman Sculpture in America (1981) pl. 107 p. 138. 


A large female head, the hair of which is drawn back into 
braids that are fastened over the top of the head. Called a 
goddess by Vermeule, presumably on account of its size, 
although it conforms to no obvious type, and dated by him to 
the early Hellenistic period (i. e. late fourth or early third 
centuries B. C.). A head in Basel, formerly in the Melchett 
Collection, has very similar features and hairstyle, although it 
is of smaller scale.’ 

According to Spink this head was unearthed from the sand- 
caves at Deepdene for the House sale in 1917, but it is not 
identifiable in Humbert & Flint’s catalogue. Probably it had 
been acquired by Henry Thomas Hope. Purchased by the 
University of Pennsylvania for its Museum in 1930. 


Inv. 214. J. Chittenden and C. Seltman, Greek Art, Burlington 
House Exhibition (1946) 37 по. 161 pls. 50-51; Sotheby’s Catalo- 
gue, 24 May 1951, lot 21; K. Schefold, Meisterwerke griechischer 
Kunst (1960) no. 340; E. Berger, Kunstwerke der Antike (Basel, no 
date) А 15. 


so. Head of ‘Sappho’ Type Pl 56, 1-4 
Now Ashmolean Museum, Oxford, no. 1917. 66 (b). 
Н. overall 0.265 m.; Н. chin to crown 0.24 m. 


Marble: Pentelic. 
Restorations to nose and upper lip removed. The head was 


formerly attached to the statue of a peplophoros, no. 21 
above. 
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Lit.: P. Gardner, JHS 38 (1918) 1-26; id., New Chapters in 
Greek Art (1926) 46-83, esp. 57-69; C. C. Vermeule, АГА 59 
(1955) 135; С. M. A. Richter, The Portraits ој the Greeks 
(1965) I 72, under (b).' 


Its surface is somewhat worn, but otherwise this is a good 
Roman copy of the ‘Sappho’ type head which is preserved іп 
several replicas and variants.” The original may have been of 
early Classical date, with two corkscrew curls in front of each 
ear, and the hair bound up by a cap or sphendone. Its identifi- 
cation as a portrait of the poetess Sappho is not proved. 
Gardner's suggestion that it is Aspasia, the wife of Pericles, 
has found no support. More plausible is H. von Heintze's 
interpretation of it as an Aphrodite. 


* Richter wrongly associates this head with Michaelis, Oxford, no. 
59: that is the “Oxford bust", illustrated by Gardner, New Chap- 
ters in Greek Art pl. 5. 

* Listed with literature by Richter, loc. cit. 

* Н. von Heintze, Das Bildnis der Sappho (1966) 29 nn. 83, 84. She 
publishes an inscribed Sappho bust of different type, now in 
Malibu, and associates it with the bronze statue of a ‘Muse’ or girl 
from Piraeus. 


ут. Head of Agrippina or Livia M. 15, 


С: 22% Pls. 58-59 
Now Ashmolean Museum, Oxford, no. 1917.67. 

H. overall 0.66 m. Н. from base of neck to crown, 0.34m.H. 
of head from chin to crown, 0.23 m. 

Marble: Parian. 

Restored: most of the palmettes of the stephane, half of nose, 
back of right ear, all of draped bust. 

Lit.: Brayley-Britton 87; Michaelis 285 no. 15; Christie’s 
Catalogue, 23-24 July 1917, lot 225; P. Gardner, JRS ı2 
(1922) 32-34 pl. 7; C. C. Vermeule, AJA 59 (1955) 134; H. 
Jucker, Das Bildnis in Blätterkelch (1961) ут п. 12; H. Bar- 
tels, Studien zum Frauenporträt der augusteischen Zeit (1963) 
70; Fittschen-Zanker Ш (1983) р. 6 no. 5 n. 4 ШВ. 


A portrait head of high quality, representing one of the ladies 
of the Julio-Claudian Imperial court. She has a strong nose 
and a delicate mouth, and the hair curls in ringlets over the 
forehead. Enough survives of the palmette crown or stephane 
to make the restoration safe. There is an abrasure on the lower 
left cheek, and the hair at the back and on the crown of the 
head is only sketchily finished. 

Several different identifications have been proposed, and 
the question is still not settled. Gardner thought that she was 
Livia, and compared the palmette crown worn by Livia as 
Justitia on coins struck by Tiberius in A. D. 22 and 23.' Some 
heads identified as Livia also have ringlets over the forehead, 


г Н. Mattingly, Coins of the Roman Empire in the British Museum I 
(1923) cxxxv-vi, 131 no. 79 pl. 24, 1; М. Grant, Roman Imperial 
Money (1954) 149; A. Robertson, Roman Imperial Coins in the 
Hunter Coin Cabinet (1962) 1, lxii, 68 по. 21 pl. 11. 
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although usually they are smaller than those shown here.” 
Majority opinion, however, favours one of the Agrippinas. 
This was the verdict in the nineteenth century, and Jucker has 
identified her as Agrippina Maior, comparing particularly the 
head in the Museo Capitolino, Rome. A similar hairstyle is 
found also on heads of Agrippina Minor, who must still be a 
candidate.“ Bartels has tentatively suggested Drusilla. 

Christie's state that this head was found by Prince Chigi at 
Laurentum “among the ruins of the palace built by Antoninus 
Pius”, in company therefore with the greyhounds nos. 36-37 
above, and the portraits of Antoninus and Faustina nos. 
53-54 below. There is no independent confirmation of this, 
or even that it was acquired by Thomas Hope, although it is 
likely that it was. The first positive reference to it is in 
Brayley-Britton, which says that among the busts in the 
Theatre at Deepdene are “Aggripina (sic) and Roma.” The 
precise position is uncertain, but from a process of elimina- 
tion these two busts probably flanked the Antinous in the 
centre of row 2. Not mentioned in the Yale Inventory, which 
leaves blanks for these two places. When seen by Michaelis, it 
was in the Gallery of the Entrance Hall. 

Purchased in 1917 by Spink for 280 gns. (£294), and from 
them by Sir Arthur Evans, who presented it to the Ashmolean 
Museum in the same year.’ 


2 Copenhagen, Ny Carlsberg Glyptotek 747, V. Poulsen, Les Por- 
traits Romains 1 (1962) no. 39 pls. 64-65. Bronze bust, New York, 
Metropolitan Museum, 52. 11. 6, previously sold at Sotheby's, 27 
July 1933, lot 128 pl. 7; Jucker, ор. си. 49-50 В pl. 13. 
Imperatori 10: Helbig* II по. 1282. 

Copenhagen, Ny Carlsberg Glyptotek 755, Poulsen, op. cit. no. 61 
pls. 102-3. Rhode Island Museum of Art, В. 5. Ridgway, Catalo- 
gue (1972) по. 33. For other Livia/Agrippina heads, cf. Н. von 
Heintze, Die antiken Porträts in Schloß Fasanerie bei Fulda (1968) 
nos. 22, 23 and 25. Fittschen and Zanker, loc. cit., firmly identify 
our head as Agrippina Minor. 

Gardner, loc. cit. СЁ. a report in The Times, 6th November 1917: 
“Sir Arthur Evans... also bought and has presented to the Ashmo- 
lean a singularly beautiful bust, almost certainly a portrait of one of 
the Empresses of the Julian line, and in all probability the Empress 
Livia herself.” 


Ф سا‎ 


- 


M. 28, 
Fig. 24 


$2. Bust of Antinous-Osiris 
(5-228 


Present location unknown. 

H. 0.67 m. 

Marble: Italian. 

Restored: nose, ears, lips, parts of the calantica. 

Lit.: Hope, Household Furniture pl. 1; Fosbrooke pl. 16; 
Hope Marbles pl. 11; Westmacott 222; T. D. Fosbroke, 
Encyclopaedia of Antiquities, and Elements of Archaeology, 
Classical and Mediaeval (1825) 140 n. 2; Brayley-Britton 87; 
Michaelis 288 no. 28; Christie's Catalogue, 23-24 July 1917, 
lot 228 pl. 6; Marconi, Monumenti Antichi 29 (1923) 192 no. 
79; C. Clairmont, Die Bildnisse des Antinous (1966) 16 n. 3 
no. 7; A. Roullet, The Egyptian and Egyptianizing Monu- 
ments of Rome, EPRO (1972) 86 no. 97; Raeder 145 Kat. III 
7 


A bust of Antinous wearing Egyptian head-dress, the calan- 
tica. Larger than lifesize. Clairmont lists seven other Egyp- 
tianizing portraits of Antinous, including the Lansdowne 
bust which until very recently was still at Bowood.' Likely to 
date between A. D. 130 and 138 (see above, Lever Catalogue, 
no. 5). 

ar unknown, although stated by Marconi and 
Roullet to be from Hadrian’s Villa. Displayed 1804-24 in the 
Statue Gallery at Duchess Street, placed in the centre of the 
right-hand wall between the statuettes of Hermaphrodite по. 
15 and Ganymede no. 31, which are also illustrated in Hope 
Marbles pl. 11 (here Fig. 24). Described by Westmacott as 
“Antinous, in the character of an Egyptian Priest, antique.” 
Removed to Deepdene in 1824 and displayed in the Theatre, 
in the “centre of Row of Busts... (no. 6 3 Row)" (annotation 
to Hope Marbles ). Described both here and in the Yale 
Inventory as “Egyptian head.” It is probably this bust which 
Brayley-Britton calls “a Priest.” When seen by Michaelis it 
was placed in the colonnade of the South Front, first storey. 

Purchased in 1917 for 360 gns. (£378) by Cory. 


1 Clairmont, loc. cit. For the Lansdowne bust, see Vermeule, АЈА 59 
(1955) 131; Raeder 42 Kat. I 15. It is reported now to have been 
sold. 


53. Bust of Antoninus Pius С. 217 Fig. 26 
Present location unknown. 

H. not given. Said by Christie’s to be of heroic size. 
Marble: Parian, according to 1793 inventory. 

Restorations: apparently very few. 

Lit.: С. A. Guattani, Monumenti Antichi Inediti Y (April 
1784) 34 pl. 2; Hope, Household Furniture pl. 1; Hope Marb- 
les pl. (26); Westmacott 222; Brayley-Britton 87; J. Ber- 
noulli, Römische Ikonographie ЇЇ, 2 (1891) 142 no. 22; 
Documenti Inediti per servire alla storia dei Musei d’Italia ТУ 
(1880) 414; Christie’s Catalogue, 23—24 July 1917, lot 217; М. 
Wegner, Die Herrscherbildnisse in antoninischer Zeit Il, 4 
(1939) 146-47; id., Boreas 2 (1979) 117. 


A fine portrait bust of Antoninus Pius, which seems to have 
been very little restored, to judge from contemporary 
descriptions. The garments worn are very unusual for por- 
trait busts of Antoninus, most of which show him either in a 
cuirass or paludamentum. Here he appears to wear a tunic 
and over this (on the left shoulder) a Greek type himation or 
pallium in the manner of a Greek philosopher. The over- 
garment is not the toga such as it is found in post-Trajanic 
times. 

Comparison of the engravings in Guattani and Hope 
Marbles proves that this is the bust found together with the 
Faustina no. 54 іп excavations conducted by Prince D. Sigis- 
mondo Chigi at Laurentum in the 1780’s, It is recorded in the 
1793 inventory to the Casa Chigi in Rome, published in 
Documenti Inediti (1880), an account which lays stress on the 
completeness of the bust." Thomas Hope must have bought it 


* "Un busto bellissimo et integerrimo dell’ imperatore Antonino 
Pio, alquanto maggiore del naturale, con paludamento al petto, 
scolpito in candido marmo Pario." The inventory was compiled by 
Giovanni Alessandro Pagliano. 


from Chigi sometime in the late 1790’s, for it is to be seen on 
display in the Statue Gallery at Duchess Street Бу 1804, in the 
left foreground of Fig. 2. Westmacott described it and the 
Faustina as “the finest and most entire sculptures of the 
august pair known.” In 1824 it was removed to the Theatre of 
Arts, Deepdene, where it was no. 8 in the second row, 
according to the caption to Hope Marbles. It is called a 
“Roman Senator” in the Yale Inventory, but Antoninus by 
Brayley-Britton. It was not seen by Michaelis, and may well 
have been by this time in Henry Thomas Hope’s London 
town-house, together with most of the other portraits. 

In the 1917 sale its merit was not recognized, and it was 
sold for the relatively small sum of 60 gns. (£63) to Hanbury. 


54. Bust of Faustina Maior C. 219 
Pls. 60-61; 63, 1. Fig. 26 


Now Royal Ontario Museum, Toronto, Canada, no. 
933.27.2. 

Н. overall 0.78 m.; Н. from bottom of draped bust to crown 
of head 0.585 m.; H. from chin to crown of head 0.255 m. 
Lifesize. 

Marble: white, fine-grained (?Luna). 

Restored: one or two patches in drapery. Surface cleaned. 
Lit.: С. A. Guattani, Monumenti Antichi Inediti 1 (April 
1784) 34 pl. 3; Hope Marbles pl. (26); Westmacott 222; 
Brayley-Britton 87; Documenti Inediti per servire alla storia 
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dei Musei d’Italia ТУ (1880) 414; J. Bernoulli, Römische 
Ikonographie II, 2 (1891) 154 no. 13; Christie's Catalogue, 
23-24 July 1917, lot 219 pl. 9; Sotheby's Catalogue, 27 July 
1933, lot 121 pl. 4; M. Wegner, Die Herrscherbildnisse іп 
antoninischer Zeit (1939) 164; C. C. Vermeule, А/А 59 (1955) 
135; id., ProcPbilSoc 108 (1964) 115 fig. 32; V. Poulsen, Les 
Portraits Romains ЇЇ (1974) under по. 79; К. Fittschen, 
Katalog der antiken Skulpturen in Schloss Erbach (1977) 81 
no. 16; M. Wegner, Boreas 2 (1979) 134, 137; Fittschen- 
Zanker III (1983) pp. 13-15 no. 15, n. 3c. 5. 9. 11; no. 14 n. 4; 
р. 74 по. 96 n. 9 b, Beil то, a-d. 


А good and complete example of the main type of portrait of 
Faustina Maior produced in A. D. 138 or 139. The closest 
parallels in terms of workmanship are a head in the Museo 
Capitolino, Rome,’ and another in Copenhagen.” Both these 
heads, like the Hope bust, show no use of the drill in the hair, 
and both have only tentative indication of the iris and pupils. 
This may explain the removal of these features from the Hope 
bust through cleaning. The two pins in the hair above the 
forehead of the Hope bust are not found on these other heads 
however. 

The history of this bust is the same as for the Antoninus no. 
53 until 1917. It was found in excavations conducted by 
Prince Chigi at Laurentum on the site of a Villa supposed to 
belong to Antoninus. It was recorded in the 1793 inventory of 
the Casa Chigi in Rome,’ after which it was purchased by 
Thomas Hope and displayed in the Statue Gallery at Duchess 
Street from 1804 to 1824. Although difficult to make out in 
Housebold Furniture pl. 1 (here Fig. 2), itis probably the bust 
placed against the left-hand wall beyond the Hope Athena. 


FIGURE 26 


Left: bust of Antoninus Pius, Hope no. 53; Right: bust of Faustina Maior, Hope no. $4 
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Removed to Deepdene in 1824 and displayed in the Theatre, 
по. то in row 2 according to the caption to Hope Marbles. 
Recorded there also by Brayley-Britton, but not seen by 
Michaelis. 

Purchased in 1917 for 230 gns. (£241. 10s.) by Agnew for 
Viscount Cowdray. When it reappeared in the sale-room in 
1933 it was bought for £50 by Corelli for the Royal Ontario 


Museum. 


Imperatori 36. M. Wegner, Die Herrscherbildnisse in antoninischer 
Zeit (1939) 26, 161, pl. то; Helbig* П no. 1299. 

Ny Carlsberg Glyptotek 693: Wegner, op. cit. 28, 157; Poulsen, 
Les Portraits Romains П (1974) pls. 127-8. 

Documenti Inediti (1880), loc. cit.: *Altro busto simile al pre- 
cedente (= по. 53) in lavoro, conservazione e materia, piu piccolo, 
rappresentante il ritratto di Faustina seniore moglie del detto 
Augusto, con nobile panneggiamento.” In his 1979 list Wegner fails 
to associate the Hope-Toronto bust with that formerly in the Casa 
Chigi, but Fittschen and Zanker, loc. cit., make the necessary 
correction. 


“ 
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55. Bust of Septimius Severus, or Clodius 


Albinus С. 220 РІ. 62. Fig. 27 
Now Royal Ontario Museum, Toronto, Canada, no. 
933-27.4. 


Н. overall 0.80 m.; H. of head and bust 0.642 m.; Н. from tip 
of beard to crown of head 0.29 m. 
Lifesize. | 
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Marble: fine-grained, white. 

Restored: minor repairs to drapery. Name-plate and pedestal 
separate and modern. Surface reworked. Head and bust are 
cut from one piece of marble. Left side of bust broken and 
reattached. 

Lit: C. Fea, Relazione di un viaggio ad Ostia (1802) 44; 
Fosbrooke pl. 12; Hope Marbles pl. 12; Westmacott 222; 
Brayley-Britton 87; Christie’s Catalogue, 23—24 July 1917, 
lot 220 pl. 9; Sotheby’s Catalogue, 27 July 1933, lot 122; C. 
C. Vermeule, AJA 59 (1955) 135; idem, ProcPhilSoc 108 
(1964) 115 fig. 37; J. Balty, Essai d’Iconographie de ГЕт- 
péreur Clodius Albinus, Latomus 85 (1966) 38 no. 10; A. M. 
McCann, The Portraits of Septimius Severus, MAAR 30 
(1968) 42 n. 28; J. Soechting, Die Porträts des Septimius 
Severus (1972) 268 no. 10; R. Calza, Scavi di Ostia, IX: I 
Ritratti, Parte II (1978) р. 54 no. 68 pl. 53; Fittschen-Zanker I 
(1985) p. 94 under no. 82. 


The bust, which wears a tunic, military cuirass and a cloak 
fastened by a clasp on the right shoulder, belongs to a group 
identified by some as Septimius Severus and by others as 
Clodius Albinus, his rival for the Imperial throne in the late 
second century A. D. Those who favour Septimius Severus 
include Vermeule (1964) and McCann. It corresponds with 
McCann’s type П, which she dates А. D. 194-197. Close 
parallels are the portraits in Aix-en-Provence and the Vat- 
ican.’ Calza, on the other hand, argues that it is Clodius 
Albinus from a similarity to his surviving coin portraits, and 
dates it to A. D. 194. Either identification would seem pos- 
sible in the present confused state of studies, with a slight 
preference for Clodius Albinus. 


CH 


FIGURE 27 


Left: bust of Lucius Verus, Hope no. 56; Right: bust of Septimius Severus or Clodius Albinus, Hope no. 55 


The circumstances of the find in the excavations conducted 
by Robert Fagan at Tor Boacciana, Ostia, in 1797 are given by 
Fea, who describes this bust as “una testa di Comodo.” 
Westmacott confirms the find-spot. It was displayed in the 
Statue Gallery; Duchess Street, from 1804 to 1824, beyond 
the statue of Dionysus and the Idol, no. 6. Removed to the 
Theatre at Deepdene in 1824, where it was placed “no. 2 2d 
Row” according to the caption to Hope Marbles, a position 
confirmed by Williams’ water-colour (Pl. 41), where this bust 
is clearly to be seen. Still in the Theatre in the time of Brayley- 
Britton (“Severus”), but not seen by Michaelis. It may by 
then have been displayed in the London town-house. 

Bought іп 1917 for 115 gns. (£120. 15s.) by Agnew for 
Viscount Cowdray. In the 1933 sale it was purchased for £30 
by Corelli for the Royal Ontario Museum. 


= 


McCann, ор. cit., Cat. nos. 6 and 7, pl. 26. Compare also the head 
in Petworth, Michaelis no. 38, Wyndham no. 37, which is usually 
called Clodius Albinus. Soechting, ор. cit., suggests the Hope bust 
is not ancient, but is surely wrong to do so. Fittschen and Zanker, 
loc. cit., identify as Septimius Severus. 


(5221 
Pls. 63, 2; 64-65. Fig. 27 


56. Bust of Lucius Verus 


Now Royal Ontario Museum, ‘Toronto, Canada, 


п0.933.27.3. 

Н. overall 0.935 m. Н. of head and bust, 0.75 m. Н. from tip 
of beard to crown of head, 0.35 m. 

МагЫе: very fine-grained, white. 

Restored: пр of nose. A few repairs to the edge of the drapery 
folds have been removed. Pedestal modern. Surface heavily 
cleaned. 

Lit.: C. Fea, Relazione di un Viaggio ad Ostia (1802) 44; 
Hope, Household Furniture pl т; Fosbrooke pl. 12; Hope 
Marbles pl. 12; Westmacott 222; Brayley-Britton 87; Chris- 
tie’s Catalogue, 23-24 July 1917, lot 221 pl. 9; Sotheby’s 
Catalogue, 27 July 1933, lot 123; F. Poulsen, Gnomon 16 
(1940) 208; С. С. Vermeule, AJA 59 (1955) 135; idem, Proc 
PhilSoc 108 (1964) 115 fig. 36; К. Calza, Scavi di Ostia, ІХ: 1 
Ritratti, Parte П (1978) р. 15 no. 10 pl. 6; М. Wegner and К. 
Unger, Boreas 3 (1980) 62; F. C. Albertson, AJA 87 (1983) 
154 п. 8 pl. 19, figs. 5—6; Fittschen-Zanker I (1985) р. 81 
under no. 73, n. 13g, Beil. 53. 


A fine example of the main type of Lucius Verus, portraying 
him in tunic, military cuirass and cloak, which is likely to date 
to A. D. 160 or soon after. Closely comparable in type, detail 
and style is the bust in the Louvre.’ m 

Fea records its find at Tor Boacciana, Ostia, in 1797, 
together with the bust no. 55, and the Athena and Hygieia 
statues, nos. 1-2. Displayed in the Statue Gallery, Duchess 
Street, 1804-1824 (visible on the right in Fig. 2), and thereaf- 
ter in the Theatre, Deepdene, where it was placed “Bust no. 4 
2d Row", according to the caption to Hope Marbles. Visible 
in this position in Williams' water-colour (РІ. 41). Still 
recorded in the Theatre by Brayley-Britton, but not seen by 
Michaelis. 
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Bought in 1917 for 220 gns. (£231) by Agnew for Viscount 
Cowdray; and in 1933 for Ебо by Corelli for the Royal 
Ontario Museum.? 


* Louvre 1101: M. Wegner, Die Herrscherbildnisse in antoninischer 
Zeit (1939) 59, 239, pls. 42—3. A full list of replicas is given by 
Wegner, op. cit. 281, and Boreas 3 (1980) loc. cit. For further 
discussion of the type, see Albertson, loc. cit. 

* For a second, little-known bust of Lucius Verus from the Hope 
Collection, see below no. 62. 


57. Porphyry Head of Augustus on 


Alabaster Bust С. 222 РІ. 66, 1-2 
Now Royal Ontario Museum, Toronto, Canada, 
NO.933.27.5. 


H. 0.735 m. Lifesize. 

Lit.: Westmacott 228; Christie’s Catalogue, 23-24 July 1917, 
lot 222; Sotheby’s Catalogue, 27 July 1933, lot 124 pl. 4; C. 
C. Vermeule ProcPhilSoc 108 (1964) 115. 


Not now considered to be ancient. Probably Italian work of 
the sixteenth-eighteenth century. It is noteworthy that West- 
macott himself does not describe this or the Vitellius no. 59 as 
ancient, although other pieces immediately before or after are 
singled out as antique. He was aware (p. 214) that according 
to Pliny porphyry was not used until the reign of Claudius." 
The error in considering it antique lies with the compiler of 
Christie’s Catalogue in 1917. 

Provenance unknown. First recorded by Westmacott, 
when it was displayed in the Picture Gallery at Duchess 
Street. Perhaps acquired by Thomas Hope during the period 
1815-24. There is no mention of it ас Deepdene, so we may 
presume it remained in London, being transferred to the new 
town-house on Piccadilly after 1849. Not seen by Michaelis. 

Sold in 1917 for the large sum of 420 gns. (£441) to Agnew 
for Viscount Cowdray. In 1933 it was bought for £90 by 
Corelli for the Royal Ontario Museum. 


' Pliny, NH 36, 57: he says that the first porphyry sculptures were 
sent to Rome by Vitrasius Pollio, prefect of Egypt 39-41 A. D., but 
did not find favour. For the limited use of porphyry in the period 
Augustus to Domitian, see R. Delbrueck, Antike Porphyrwerke 
(1932) 15-19. He suggests as a possible Augustan example the head 
in the Palazzo Doria, Rome, for which see now R. Calza et al., 
Antichita di Villa Doria Pamphilj (1977) no. 327 p. 270 pl. 175. 


58. Porphyry Head of Nero with Gilt- 
bronze Bust C.223 РІ. 66, 3—4 


Now Royal Ontario Museum, Toronto, Canada, no. 
931211. 

Н. 0.765 m. Lifesize. 

Lit.: Westmacott 214; Christie’s Catalogue, 23-24 July 1917, 
lot 223; Sotheby's Catalogue, 27 July 1933, lot 125 pl. 4; C. 
С. Vermeule, ProcPhilSoc 108 (1964) 115. 
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Westmacott believed the head to be antique, but the bust 
modern. There is little doubt, however, that the whole 
ensemble is Italian work, probably of the sixteenth-eight- 
eenth century. Comparison with the Augustus head no. 57 
reveals a closely similar style of workmanship, with a 
shallowness of profile and a flattened back to the head. 

Provenance unknown. First recorded by Westmacott, 
when it was in the Ante-Room at Duchess Street, close to the 
colossal porphyry foot по. 66. Probably, like the Augustus, it 
remained in London. Not seen by Michaelis. 

Bought in 1917 for 400 gns. (£420) by Agnew for Viscount 
Cowdray. In 1933 it was sold for £90 to Corelli for the Royal 
Ontario Museum. 


59. Porphyry Head of Vitellius with 


Alabaster Bust С.224 РІ. 67, 1 
Present location unknown. 

H. not given. Over-lifesize. 

Lit.: Westmacott 228; Christie’s Catalogue, 23-24 July 1917, 
lot 224 pl. 10. 


Not stated to be antique by Westmacott, and unlikely to be 
so. Amongst the series of Vitellius portraits Bernoulli lists 
two others in porphyry, one in the Lansdowne Collection, 
the other in Vienna.‘ The Lansdowne bust, which has bronze 
cuirass and cloak, is still at Bowood, and is also unlikely to be 
ancient.” 

Provenance unknown. When seen by Westmacott it was 
displayed with the Augustus no. 57 in the Picture Gallery, 
Duchess Street. Like the other porphyry heads it probably 
remained in London, and it was not seen by Michaelis. 

Bought in 1917 by Gudenian for the considerable sum of 


700 gns. (£735). 


J. J. Bernoulli, Römische Ikonographie Il, 2 (1891) 16 nos. 29 and 


42. 
? Michaelis 449 no. 56; Christie's Catalogue, Lansdowne Sale, 5 


March 1930, lot 43; C. C. Vermeule, AJA 59 (1955) 131. 


бо. Head ofa Roman М. 31, S. 14 


Present location unknown. 

Н. given as 20 ins. = 0.51 m. Marble. 

Lit.: Michaelis 289 no. 31; Humbert & Flint's Catalogue, 
Deepdene, 12-19 September 1917, lot 1146, item г 2; Spink 8 
Son, An Exhibition of Antique Sculpture, Vases, Bronzes &c. 
&c. (London 1919) p. 11 no. 14; $. Reinach, RA 9 (1919) 199 
no. 14. 


Known only from the brief descriptions cited above, which 
vary slightly from one another. No photograph has ever been 
published. 

Michaelis and Spink agree that it was colossal, with curly 
hair, and curved rather prominent lips. Michaelis adds that it 
was bearded, and that the nose was *unusually squeezed in." 
If we are correct in our identification of the lot no. in Hum- 
bert & Flint's catalogue, it may also have had a moustache. 

Provenance unknown, but the Yale Inventory records a 
“Head curly hair and moustache" in the “Closet on right 
entering Theatre from Conservatory." It could therefore 
have been acquired either by Thomas Hope or by his son, 
Henry Thomas. When seen by Michaelis it was displayed in 
the colonnade of the South Front, first storey. 


FIGURE 28 


Double herm with comic masks, Hope no. 63 


61. Bust of Cicero M. 33, S. 17 


Н. of face о.24 т. Marble. 

Restored: позе. Broken at neck. 

Lit.: Michaelis 289 no. 31; Spink & Son, An Exhibition of 
Antique Sculpture, Vases, Bronzes &c. &c. (London 1919) р. 
12 no. 17; 5. Reinach, RA 9 (1919) 199 no. 17; С. С. Ver- 
теше, А/А 59 (1955) 135. 


Michaelis considered this to be а modern copy of the Mattei 
Cicero bust in Apsley House, London.’ Spink argued that it 
was an authentic antique, but failed to print a photograph. 

This could be the head of Cicero now in the J. Paul Getty 
Museum in Malibu, no. 73.AA.142, which was acquired 
from the Edward J. Smith Collection in 1973.2 Its dimensions 
are those of the Hope bust, and its nose was once restored, 
but I have been unable to prove the connection. It is notewor- 
thy, however, that another Hope sculpture, the statuette of 
Silenus as Heracles no. 22, was also in the Edward Smith 
Collection. The Malibu Cicero is also a source of con- 
troversy. Although purchased as an antique, Frel claims that 
it is the work of a Florentine sculptor of the early sixteenth 
century, and further suggests that none of the extant Cicero 
heads date back before the time of the Renaissance. 

The Hope bust is not recorded before Michaelis, and was 
probably acquired by Henry Thomas Hope. It was presum- 
ably bought by Spink from the House sale, but is not identifi- 
able in Humbert & Flint’s catalogue. 


' Michaelis 429 по. 1; Poulsen, EA 3038-41; Guerrini, Palazzo 
Mattei di Giove (1982) 45. 

> Parke Bernet, December 7, 1973, no. тоо; Roman Portraits, 
Aspects of Self and Society, Catalogue of Exhibition at University of 
California, Santa Cruz and Loyola Marymount University (1980) 
по. 20; J. Frel, Roman Portraits in the Getty Museum (1981) по. 96 
pp. 116-117, 133; id., Getty Mus] 9 (1981) 72-73 fig. 1a. 

3 For other Cicero heads, see B. Schweitzer, Die Bildniskunst der 
römischen Republik (1948) 91-114, figs. 135 ff.; Е. Johansen, 
Meddelelser fra Ny Carlsberg Glyptotek 29 (1972) 120 ff.; J. M. С. 
Toynbee, Roman Historical Portraits (1978) 28-30. Against Frel's 
view, see now H.R. Goette, RM 92 (1985) 291-318. 


62. Bust of Lucius Verus 5. 18а, 


Piece Е. 1142 


Present location unknown. 

H. 34 ins. (Spink) = 0.865 m. Life-size. 

Lit.: Spink & Son, An Exhibition of Antique Sculpture, Vases, 
Bronzes &c. &c. (London 1919) p. 13 no. 18a; S. Reinach, RA 
9 (1919) 199 no. 18a; Spink & Son Ltd., Greek and Roman 
Antiquities (no date) no. 12 p. 12; Knight, Frank & Rutley’s 
Catalogue, 12 May 1922, lot 263. 


Identified first as Caracalla in Spink’s 1919 Catalogue, where 
it is described as: “Marble bust of Caracallus (sic). Life- 
size... The restoration of this fine bust, which was one of the 
treasures of the house sale of Hope Heirlooms, is almost 
confined to the nose. It was removed from the sand caves after 
the great Christie sale.” Probably it was lot 1142 in Humbert 
& Flint’s catalogue, described as: “a 34 in. sculptured marble 
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ы of a Roman with curly hair wearing а toga, оп a circular 
ase.” 

By the time of Spink’s second undated catalogue (probably 
of c. 1921-2), where the only known photograph of the bust 
was published, the identification had been correctly changed 
to Lucius Verus. To judge from the photograph it seems to 
have been a portrait of some quality, the bust draped in а tunic 
and fringed paludamentum.' 

There is no record of this bust in the time of Thomas Hope, 
and it was presumably acquired by Henry Thomas. Its his- 
tory after 1922 is not known. 


" It appears to have been a portrait of the main type, and bears some 
resemblance to the Lucius Verus from the Townley Collection in 
the British Museum: В. P. Hinks, Greek and Roman Portrait 
Sculpture" (1976) 73 fig. 62; M. Wegner, Boreas 3 (1980) 47 pl. 3, 2. 


63. Double Herm with Comic Masks 

Fig. 28 
Present location unknown. 
Lit.: Hope Marbles pl. (27). 


Known only from the careful engravings in Hope Marbles, 
and from the distant representation in Williams’ water-colour 
of the Theatre at Deepdene (РІ. 41). 

Evidently it was a small double herm with two masks from 
Greek New Comedy set back to back. One is the mask of a 
garlanded slave or episeistos, the other of a scowling, curly- 
haired youth with ringlets below his ears, who is usually 
identified as a flatterer ог kolax. The Hope bust may well be а 
restoration of a marble double herm with these two types of 
masks recorded and illustrated by Ficoroni, but subsequently 
lost.' If so, the garland and lower side hair of the slave's mask 
have been recut, and the beard tip and the whole of the bust 
restored. There are two other similar marble herms combin- 
ing these mask types in Berlin and Copenhagen.” Both came 
from Rome and are of the 1st C. A. D., which is likely to have 
been the date of the Hope herm. The two mask types are also 
well shown on the front of a fine marble double-sided relief in 
the Vatican, which is probably first century A. D. work from 
Ostia? 

The Hope herm is not recorded by Westmacott, unless it 
was one of the “four very small busts" in the Statue Gallery at 
Duchess Street (p. 222). Displayed in the Theatre at Deep- 
dene from 1824. The caption to Hope Marbles reads: “Front 
Back and Side views of Comic and Tragic Mask (no. 4 3d Row 


: F, de Ficoroni, Le Maschere sceniche e le Figure comiche d’antichi 
Romani descritte brevemente (Rome 1736) 65 pl. 17 (reprinted by 
Sala Bolognese, 1978); T. B. L. Webster, Monuments Illustrating 
New Comedy’ (1969) 237, US 2. Ficoroni's life-size engraving 
measures 8.8 cm. H. from the base of the neck, which is about right 
for the Hope herm. 

Berlin, Beschreibung no. 214; А. К. Н. Simon, Comicae Tabellae 
(Emsdetten 1938) 51, 188 n. 3ob, pl. 4, 2; Webster, op. cit. 214, IS 
r9. Copenhagen, Ny Carlsberg Glyptotek, no. 386: Е. Poulsen, 
Catalogue (1951) p. 255, Biliedtavler, pl. 25; Webster, op. cit. 215, 
IS 27. 

Бије слона 106: Amelung, Vat. Kat. I p. 376 по. 106 рі. 39; М. 
Bieber, A History of the Greek and Roman Theater’ (1961) 155 fig. 
564; Helbig‘ I no. 366; Webster, op. cit. 213, IS 14. 


~ 
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Theatre Deepdene).” Williams’ water-colour shows that it 
was placed on the basket cinerarium no. 85 (Pl. 68), which in 
turn rested on a decorative square plinth (Hope Marbles pl. 9 
no. 2b; here Fig. 15, supporting the satyr’s head), and this 
sequence is confirmed by the Yale Inventory. 

Not seen by Michaelis, and not identifiable in either ofthe 


Hope sales of 1917.* 


4 The sale of antiquities from the W. К. Hearst Collection, 
Sotheby’s, 16 February 1953, included as lot 56 “а marble herm, 
sculptured as two tragic masks, 8% in. high, Roman 3rd Century 
A. D.,” but there is no reason to suppose it is the Hope herm. 


64. Male Right Arm M. 14 


Present location unknown. 

І. o.31m.; L. from bend of elbow to wrist, 0.165 m. 
(Michaelis) 

Marble: Pentelic according to Westmacott, but this is refuted 
by Michaelis. 

Lit.: Westmacott 218; Michaelis, Parthenon (1871) 142; id., 
AZ 32 (1874) 16 no. 21; Michaelis 285 no. 14; Watkin 113. 


The right arm of a man, preserved from above the elbow, and 
broken above the wrist. The outer side was much weathered, 
and the fingers of the clenched fist “quite neglected inside”. 
The hand is reported by Michaelis to have held “a bronze 
tool, that is like a large nail”: it was perhaps a dowel for the 
attachment of some attribute. 

Westmacott, echoing we may suppose the views of Thomas 
Hope, stated that this arm was by Pheidias, and that it for- 
merly belonged “to a figure of a Lapithea in the frieze of the 
Parthenon at Athens,” meaning presumably one of the 
metopes. This was roundly rejected by Michaelis on the 
grounds that the marble was not Pentelic, and that “the work 
is anything but remarkable.” 

Nevertheless for Thomas Hope it was a fragment of great 
symbolism. It was displayed in the Flaxman or Star-Room at 
Duchess Street, “preserved in a glass case upon a velvet cush- 
ion, with all the care of a costly jewel,” as Westmacott 
describes it. Opposite was a stalactite from a cave on Anti- 
paros, displayed in similar fashion. By this juxtaposition 
Hope was evidently attempting to illustrate the coincidence 
of the spirit of ancient art with that of primitive nature. 

The provenance of the fragment is not known, but despite 
Michaelis’ scepticism it is possible Thomas Hope may have 
acquired it at Athens, which he visited in 1799. Its subsequent 
fate is equally unknown. It is not identifiable in either of the 
Hope sales in 1917, and is now lost. Possibly it formed part of 
Humbert & Flint, lot 1077: “Sundry fragments of marbles 
еш” 


65. Three Sandalled Feet C.191 

Present location unknown. 

МЕ Westmacott 223; Christie’s Catalogue, 23-24 July 1917, 
ot 191. 


Lifesize and of marble, according to Christie’s. Westmacott 
saw them in the Statue Gallery at Duchess Street, and 
described them simply as “three antique feet.” | 

Bought in 1917 for 150 gns. (£157. 198.) by Joicey (accord- 
ing to Christie’s catalogue) or Screep (according to Well- 
come’s). 


66. Colossal Porphyry Foot C.229, S. 31 
Pl. 67, 2-3 


Now Wellcome Institute for the History of Medicine, Lon- 
don, R 578/1936, on loan to the Greek Museum, University 
of Newcastle upon Tyne. 

Dimensions as restored: L. 0.88 m., Н. 0.49 m., №. 0.38 т. 
Restored: front part of foot and toes in slightly darker por- 
phyry; upper edge of leg in pink plaster. 

Lit.: Christie’s Catalogue, 7 April 1801, lot 46; Westmacott 
214; Christie’s Catalogue, 23-24 July 1917, lot 229; Spink & 
Son, An Exhibition of Antique Sculpture, Vases, Bronzes &c. 
&c. (London 1919) p. 17 no. 31; Spink & Son Ltd., Greek and 
Roman Antiquities (no date) no. 18 p. 14; Sotheby’s Catalo- 
gue, 23 July 1925, lot 104; R. Delbrueck, Antike Porphyr- 
werke (1932) 68—69 fig. 21; С. С. Vermeule, AJA 59 (1955) 
141; id., AJA 63 (1959) 333 по. 12; Watkin 36-37. 


A colossal foot in porphyry about three times lifesize. Well 
described by Delbrueck, who suggested that it was the right 
supporting leg of a statue of a deity or deified Emperor rather 
than a votive offering, as it had been called in the time of 
Thomas Hope. According to Delbrueck there is a worked 
surface for a join beneath the plaster restoration, with a flat 
edge с. 2-3 ст. in width which contains a number of small, 
drilled dowel holes. The middle is raised slightly and had 
traces of mortar. It is possible, however, that this is the 
residue of an earlier restoration. The illustration in Spink 
(1919), which reproduces a now lost drawing by Fosbrooke, 
shows the foot with a moulded upper edge. 

Purchased by Thomas Hope in 1801 from the Collection of 
Lord Bessborough (for which see no. 31, above). He paid 
£99. 15s. for it, which made it one of the most expensive items 
in the sale. It was displayed in the Ante-Room at Duchess 
Street, where it was admired by Westmacott, who called it “a 
singularly fine specimen of colossal sculpture, displaying 
great perfection in the artist.” Not recorded again until 1917, 
when it was bought at Christie’s sale by Spink for бо gns. 
(£52. 105.). Purchased in 1925 by Sir Henry Wellcome for 
£40. Transferred to the University of Newcastle upon Tyne in 
1982, on the dispersal of the Wellcome Collections.’ 

There is a colossal sandalled foot in porphyry in the Vic- 
toria and Albert Museum,’ and other ‘Big Feet’ have recently 
been well discussed by Picén.3 


' The ancient sculptures in the Wellcome Collection have been 
divided between the Science Museum, London — those with a 
medical connection - and the Greek Museum, Newcastle Univer- 
sity — the rest. 

* No. А.6-1949. Said to have come from the Cook Collection, 
Richmond. C. C. Vermeule, AJA 59 (1955) 141. 

3 C. A. Picón, AA 1983 95-106. 


67. Bust of Man in Basalt and Marble 
C.178 A 


Now British Museum, Greek and Roman Department, Reg. 
1947.3—28.2: “| j 
H. overall о.214 m.; H. of head from chin to crown, O.11 m. 


Ап annotated addition to Christie's Hope sale catalogue of 
1917. It is a small basalt head of a bald man set on a bust of red 
marble. Not ancient. History in the Hope Collection un- 
known. 

Purchased in 1917 for the astonishing sum of 200 gns. 


(£210) by Mr. O. Raphael, who bequeathed it to the British 
Museum in 1941. 


68. Bust of a Roman 


Lit.: Anderson Galleries Auction, New York, 26-29 January 
1921, lot 787; Anderson Galleries Auction, New York, 8—9 
January 1926, lot 250.' 


A marble bust reputedly from the Hope Collection, 
described as: *Roman, Imperial period... Refined profile 
with aquiline nose. The head crowned with a laurel 
wreath... With marble stand. H. 17 in." The laurel wreath 
would seem to rule out identification with nos. 60-61, above. 


т Т owe these references to C. C. Vermeule. 


69. Head of Silenus 


Lit.: Anderson Galleries Auction, New York, 26-29 January 
1921, lot 785. 


H. 20 in., nose restored, early Imperial date, and reputedly 
from the Hope Collection. But see no. 7o concerning the 
trustworthiness of such ascriptions. 


70. Statue of Ram 


Now Toledo Museum of Art, Toledo, Ohio, U.S.A. (26. 9). 
Lit.: Anderson Galleries Auction, New York, 26-29 January 
1921, lot 792; $. Reinach, RS 5 (1924) 447, 2; id., RS 6 (1930) 
161, 1; M. Bieber, EA 5100; eadem, AJA 47 (1943) 378-82; 
eadem, Sculpture of the Hellenistic Аве? (1961) тоо fig. 401; 
B. Fellmann, Die antiken Darstellungen des Polyphemaben- 
teuers (1972) 98; С. C. Vermeule, Greek Art (1980) 99, 137» 
fig. 140; id., Greek and Roman Sculpture in America (1981) 
no. 122 p. 155. 


Stated by Vermeule to be from the Hope Collection, but there 
must be considerable doubt about this. Reinach in R$ 5 gives 
a reference to the Vente Janiello, Rome, 22 April 1911, pl. 28, 
and only in R$ 6 refers to Deepdene. If the first is correct, the 
second cannot be. The Hope family was no longer collecting 
in 1911, Lord Francis Hope having by then been plagued by 


CATALOGUE IOI 


financial troubles for many years. It is probably the associa- 
tion with other marbles supposedly from Deepdene in the 
Anderson Galleries sale of 1921 which caused the false ascrip- 
tion to Deepdene (so Bieber, AJA 47, loc. cit.). There is no 
evidence that this ram was ever in the Hope Collection or at 
Deepdene. 


Reliefs, Candelabra, Tripods, 
Cineraria, Urns, Vases, Tazze, 
Columns and Capitals 


71. Votive Relief M. 42, С. 180 


Present location unknown. 

Н. 0.24 m.; L. o.19 m. Marble. 

Lit.: Dal Pozzo, Drawings П, fol. зо; Michaelis, AZ 32 
(1874) 16 no. 22; Michaelis 292 no. 42; Christie's Catalogue, 
23-24 July 1917, lot 18o; E. Will, Le Relief Cultuel Gréco- 
Romain (1955) 314 fig. 63; C. C. Vermeule, ‘Dal Pozzo - 
Albani Drawings,’ TransAmPhilSoc 56, 2 (1966) 17 fol. зо no. 
8285 fig. 32. 


A small votive relief, probably of Roman date, depicting a 
variety of figures, male and female, on three registers. The 
significance is uncertain, but some kind of ritual sacrifice 
appears to be taking place. Vermeule describes it as a Votive to 
a Thracian or Anatolian goddess. 

The drawing in the Collection of Dal Pozzo at Windsor 
proves that the relief has been known at least since the middle 
of the seventeenth century. Not recorded again until 1861 
when it was seen at Deepdene by Michaelis. There is no sign 
of it in the Collection during the time of Thomas Hope, and 
so it may well have been acquired by Henry Thomas Hope. 
When seen by Michaelis it was in the Garden Saloon or 
Orangery. 

Purchased in 1917 by Kevorkian of New York for 40 gns. 
(£42). 


72. Medallion Head of a Youth in High 
Relief С. 179 


Lit.: Christie’s Catalogue, 23-24 July 1917, lot 179 item 3. 
Known only from Christie’s single-line description. Diame- 
ter given as 9 Ш. = 0.228 m. 

This and the other two items of lot 179 were bought in 1917 
by Hanbury for 35 gns. (£36. 155.). 
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FIGURE 29 


Candelabrum, Hope no. 73, Lever no. 8 


73. Candelabrum М. 43 С. 184 | 
Pls. 16, 1-2; 18, 1-4. Fig. 29 


Now Lady Lever Art Gallery, Port Sunlight, LLAG 16. See 
above, Lever Catalogue no. 8. 
Provenance unknown. First displayed in the Statue Gallery, 
Duchess Street, 1804-1824, and visible first on the left in 
Household Furniture pl. 1 (here Fig. 2). Removed to the 
Sculpture Gallery, Deepdene, 1824-1831, where it is to be 
seen first on the right іп РІ. 40. Transferred to the new 
Entrance Hall at Deepdene by Henry Thomas Hope, and 
recorded here by the Yale Inventory and Brayley-Britton. By 
the time of the visit of Michaelis it had been removed with the 
other candelabra and marble vases to the Garden Saloon or 
Orangery. 

Bought in 1917 for 290 gns. (£304. 105.) by Partridge for 
W. H. Lever. 


74. Candelabrum С. 182 


Present location unknown. 

Н. 6 ft. = 1.83 m. Marble. No details of restorations. 

Lit.: Westmacott 223; Brayley-Britton 86; Michaelis 292 no. 
43; Christie’s Catalogue, 23-24 July 1917, lot 182; Christie’s 
Catalogue, 8 June 1937, lot 149; Christie’s Catalogue, 19-22 
October 1937, lot 350. 


Described by Christie’s (1937) as a “marble candelabrum, 
with three-clawed feet as tripod base; the body with conven- 
tionalised leaves in low relief and high relief human masks and 
rams’ heads.” 

This is undoubtedly one of the candelabra recorded at 
Duchess Street by Westmacott, and then at Deepdene by 
Neale and Prosser, but there is some difficulty in identifying 
it with certainty among those drawn by Williams (Pl. 40). 
Christie’s description fits best the upper part of the candelab- 
rum seen on the left beyond the statue of Aphrodite no. 11. 
That rests on a column with ornate shaft and Doric capital 
which is not mentioned in the description, but which is 
necessary to supply the stated overall height of 6 ft. It looks 
very similar to the column C. 181, below no. 105 (Fig. 34), 
but is perhaps more slender. 

Displayed in the Statue Gallery, Duchess Street, 
1804-1824; in the Sculpture Gallery, Deepdene, 1824-1831; 
and was in the Entrance Hall, Deepdene by 1841. When seen 
by Michaelis it had been moved to the Garden Saloon or 
Orangery. 

Bought in 1917 for 68 gns. (£71. 8s.) by Tyler for the 7th 
Duke of Newcastle, elder brother of Lord Francis Hope. It 
reappeared twice in the Clumber sales of 1937, being sold on 
the second occasion to Manvers for £7. 


75. Candelabrum С. 183 РІ. 40. Fig. 2 


Present location unknown. 

Н. 6 ft. = 1.83 m. Marble. No details of restorations. 

Lit.: Hope, Household Furniture pl. 1; Westmacott 223; 
Brayley-Britton 86; Michaelis 292 under no. 43; Christie’s 


Catalogue, 23-24 July 1917, lot 18 3; Christie’s Catalogue, 8 
June 1937, lot 150; Christie’s Catalogue, 19-22 October 
1937, lot 351. 


A marble candelabrum resting on a tripod of three clawed 
feet, the shaft decorated in relief with oak leaves and acorns, 
and near the top a frieze of sparrows. 

Provenance unknown. Displayed in the Statue Gallery, 
Duchess Street from 1804, and seen first on the right in Fig. 2. 
Removed to the Sculpture Gallery, Deepdene, in 1824, and 
visible in the left background of Pl. 40 next to the statue of 
Apollo. Transferred to the Entrance Hall, Deepdene by 1841. 
Moved to the Garden Saloon or Orangery by the time of 


Michaelis’ visit. 


Like no. 74 it was bought by Tyler in 1917 for 80 gns. (£84) 
for the 7th Duke of Newcastle. Sold in the second Clumber 
sale of 1937 to Manvers for £11. 


76. Candelabrum С. 179 


Present location unknown. 


Lit.: Christie’s Catalogue, 23-24 July 1917, lot 179 item т. 


Described as a “Roman candelabrum, or lampstand, in Parian 
marble — 14% in. high — the shaft, which is delicately carved 
with ivy-leaves and berries, springs from an acanthus orna- 
ment, which is itself supported on a double altar-like tripod, 
with lion-sphinxes at the three corners.” 

There is some difficulty over the identification of this piece, 
despite the detailed description above. By a process of elimi- 
nation it can only be the candelabrum in the right background 
of Pl. до, partly obscured by the objects in the centre of the 
Gallery, but that looks much taller than 147. in. (= 0.37m.). 
Either the height given by Christie’s is wrong, or the candles- 
tick had by then been partly dismantled. Four candelabra are 
mentioned by both Neale and Prosser as being in the Sculp- 
ture Gallery at Deepdene, but their descriptions are too brief 
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to allow certain identification. Michaelis later confirms the 
four, then in the Garden Saloon. Westmacott, by contrast, 
had mentioned only three candelabra in the Statue Gallery, 
Duchess Street, а number given also by the Yale Inventory 
and Brayley-Britton. Presumably the fourth, this one, was 
not on display in the Entrance Hall at Deepdene in the 1840’s. 

This piece cannot have been very grand, as when sold in 
1917 together with two other small items, it fetched only 35 
gns. (£36. 15s.). Bought by Hanbury. 


77. Tripod Table C. 186 

Present location unknown. 

Lit.: Westmacott 223; Prosser; Christie’s Catalogue, 23—24 
July 1917, lot 186; Watkin 170 pl. 62; M. Girouard, Life in 
the English Country House (1978) colour plate XXIII. 


Described by Christie’s as “Roman Tripod Drinking-Table, 
or Delphic — 3 ft. high – with alabastro fiorito chimeras; this 
extremely elegant and well-preserved tripod was found in the 
Emperor Hadrian’s villa at Tivoli (Plate in H. F.).” 

Thomas Hope owned at least three tripods or tripod tables 
reckoned to be antique. In the time of Westmacott, two were 
in the Statue Gallery at Duchess Street, the other in the 
Picture Gallery (cf. no. 78, below). Only two of these were 
sold by Christie’s in 1917. The one described above was 
undoubtedly the finer, to judge from the price made, and it 
may be that which is illustrated in one of the Deepdene water- 
colours, placed in the circular end of the Conservatory, at the 
head of a flight of stairs in front of Thorvaldsen’s statue of 
Psyche. Prosser describes it as “a handsome marble tripod 
table.” 

Bought in 1917 by Durlacher for 460 gns. (£483). 


1 Watkin, loc. cit., seems to think that it was of wood, and claims that 
it is now in the Victoria and Albert Museum. Thomas Hope cer- 
tainly had wooden versions made, of the kind illustrated in House- 
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FIGURE 30 


Left: cinerarium, Hope no. 81; Centre: cinerarium, Hope no. 82, 


Lever no. 18, with head of Asclepius, Hope по. 46, Lever no. 6 


Right: cinerarium, Hope по. 83, Lever по. 17 
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hold Furniture pls. 15, 1; 55, 1; and two examples of these are now 
in the Furniture Department at the У. & A., acquired from the 
Clumber sale. But I am informed that the Museum owns no marble 
tripods from the Hope Collection. 


78. ‘Tripod Table C. 187 Fig. 15 
Present location unknown. 

H. 3 ft. 3 in. = 0.99m. Pavonazzo marble. 

Restored: marble top and plinth. 

Lit.: Fosbrooke pl. 13; Hope Marbles pl. 9; Westmacott 228; 
Christie’s Catalogue, 23-24 July 1917, lot 187; ? Sotheby’s 
Catalogue, Knoblock sale, 20 April 1951, lot 140. 


This is likely to be the tripod table of pavonazzo marble seen 
by Westmacott in the Picture Gallery at Duchess Street. It is 
illustrated in Hope Marbles on the same plate as two statues 
known to have stood in the Picture Gallery (above, nos. 12 
and 20). 

Bought іп 1917 by Durlacher for 190 gns. (£199. 105.). It 
may later have passed to the Knoblock Collection. Sotheby's 
1951 catalogue describes lot 140 as: “А Thomas Hope circular 
Table, with verde antico marble ebonised support in the form 
of three lions’ legs with winged capitals.” 


79. Base of Tripod С. 185 Р 19, 1-2. Fig. 33 


Now Lady Lever Art Gallery, Port Sunlight, LLAG 5. See 
above, Lever Catalogue no. 11. 
Hope Marbles pl. (28) (here Fig. 33) shows that this base was 
combined with the Medusa tazza, no. 99 below, to form a 
tripod. This could have been the second of the antique tripods 
seen by Westmacott in the Statue Gallery at Duchess Street 
(p. 223, cf. above no. 77). The annotation to Hope Marbles 
tells us that it was placed in the Theatre at Deepdene, 
although it was not there when Williams painted his water- 
colour (РІ. 41). According to Neale and Prosser it was in the 
centre of the floor, and it was still there in the time of Brayley- 
Britton. 

Bought in 1917 for 16 gns. (£16. 16s.) by Partridge for W. 
ІН, Lever. 


80. Rectangular Cinerarium М. то, 


С. 292 Pl. 22. Fig. 31 
Now Lady Lever Art Gallery, Port Sunlight, LLAG 7. See 
above, Lever Catalogue no. 14. 
Displayed in the Statue Gallery, Duchess Street, 1804-1824, 
and thereafter in the Theatre at Deepdene, where it was no. 6 
in the third row. By the time of Michaelis’ visit it had been 
removed to the ground-floor arcades of the Entrance Hall. 
Bought in 1917 for 140 gns. (£147) by Partridge for W. H. 
Lever. 


81. Semi-circular Cinerarium С. 193 
Fig. 30 


Present location unknown. 

Н. as restored 19 in. = 0.48m. W. as restored 18 in. = 
0.457 m. Marble. 

Restored: lid, upper part of front of ash chest including 
inscription panel, base. From the photograph in Christie's 
the style of the restoration looks so close to that of no. 85 
below (now LLAG r1, Lever Catalogue no. 17) that we may 
suspect that it was also the work of Cavaceppi. 

Lit.: Hope Marbles pl. (29) no. 3; Christie's Catalogue, 23-24 
July 1917, lot 193 pl. 5 left. 


A semi-circular cinerary urn of the same type as no. 85, the 
front decorated with a garland suspended from rams' heads. 
We may doubt whether the garlands on the curving back are 
ancient. 

The modern inscription reads: D. M. | Demetrio filio | 
dulcissimo qui | vixit annis VIII. “То the gods and shades of 
Demetrius, sweetest son, who lived eight years." It has been 
borrowed from CIL УІ, 16 804, a marble tablet from Rome, 
now in Palermo. 

Probably displayed in the Statue Gallery, Duchess Street, 
1804-1824, opposite no. 83. Transferred to the Theatre, 
Deepdene in 1824 and placed no. 2 in the third row according 
to the caption to Hope Marbles. It is visible in this position in 
Williams' watercolour (РІ. 41). 

Bought in 1917 by Lord D'Abernon for 180 gns. (£189). 


82. Circular Cinerarium С. 194 
РІ. 26. Fig. зо 


Now Lady Lever Art Gallery, Port Sunlight, LLAG 15. See 
above, Lever Catalogue no. 18. 
Provenance unknown. It may have been displayed in the 
Statue Gallery, Duchess Street (cf. Fig. 3). After 1824 it was in 
the Theatre at Deepdene, no. 8 in the third row according to 
the caption to Hope Marbles pl. (29). This also shows it with 
the head of Asclepius no. 46 (Lever Catalogue no. 6) mounted 
on top of the lid as a kind of knob. 

Bought іп 1917 for 230 gns. (£241. 105.) by Partridge for 
W. H. Lever. 


83. Semi-circular Cinerarium C. 195 
Pls. 24, 1; 25. Fig. 30 


Now Lady Lever Art Gallery, Port Sunlight, LLAG тт. See 
above, Lever Catalogue no. 17. 

Displayed in the Statue Gallery, Duchess Street, 1804-1824, 
and then in the Theatre, Deepdene, where it was placed no. то 
à e third row, according to the caption to Hope Marbles pl. 

29). 
Bought in 1917 for 230 gns. (£241. тоз.) by Partri 

W. Н. Lever. 1 шалы ыы 
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FIGURE 31 


Left: cinerary vase, Hope no. 86; Centre: cinerarium, Hope по. 80, Lever no. 14 
Right: basket cinerarium, Hope no. 85 


84. Rectangular Cinerarium C. 196 


Present location unknown. 
Lit.: Christie’s Catalogue, 23-24 July 1917, lot 196 item т. 


Known only from the description by Christie’s. According to 
this it was a Roman marble cinerarium, rectangular, without a 
lid, the relatively coarse decoration consisting of floral 
panels. Dimensions given as: L. 15 in. (= 0.38 m.); W. 12 in. 
(= 0.305 m.); H. 6% in. (= 0.165 m.). 

Provenance and history in the Hope Collection unknown. 
Bought in 1917 together with the second item of lot 196 by 
McQuoid for 65 gns. (£68. 55.). The purchaser was probably 
Percy McQuoid, part of whose collection is now in Preston 
Manor, Brighton, but unfortunately this cinerarium is not 
among it, nor are the other two pieces bought by McQuoid, 
nos. 86 and 97, below.’ 
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* It is possible that this cinerarium is one of the two reputedly from 
the Hope Collection sold in the Anderson Galleries Auction, New 
York, 26-29 January 1921, lots 413-414, but neither description 
tallies. The catalogue entries read as follows: 

413. Marble cinerary urn. Roman, Imperial period. Rectangular 
shape. Rams’ heads on the two front corners, connected by 
a garland of fruits and flowers, with birds picking the fruit. Above 
the garland Latin inscription with the name of the deceased, who 
belonged to the family of the Fabii. (Bottom and one side dam- 
aged.) H. 7 ins.; W. 13 ins. (From the Lord Hope coll.) 

414. Cinerary urn. Roman, Imperial period. Marble; square shape. 
Rams on the four corners. Large garlands of fruits and flowers with 
floating ribbons in very fine sculpture on the sides. Н. 7 ins.; W. 13 
ins. (From the Lord Hope coll.) 

There is no record of either of these cineraria in the time of Thomas 
Hope. If they really did belong to the Hope collection they must 
presumably have been acquired by Henry Thomas Hope. 


FIGURE 32 


Left: cinerary vase, Hope по. до, Lever по. 19; Right 


: cinerary vase, Hope no. 87 
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85. Basket Cinerarium С. 197 Pl. 68. Fig. 31 


Now Metropolitan Museum of Art, New York, no. 37.129, 
gift of Mrs. Frederick E. Guest. 

Н. with cover 0.246 m.; Diameter at base 0.316 m. 

Marble. The surface is reported to have been drastically 
cleaned, but some hard, dark incrustation remains. 

Lit.: Hope, Household Furniture pl. 2; id., Costume of the 
Ancients, ıst edn. (1809) pl. 136; znd edn. (1812) pl. 203; 
Hope Marbles pl. (29) no. 4; Christie’s Catalogue, 23-24 July 
1917, lot 197 pl. 6; С. Alexander, Bulletin of the Metropolitan 
Museum of Art 33 (1938) 52 fig. 3; C. C. Vermeule, AJA 63 


(1959) 150. 


A Roman cinerary urn in the form of a basket, dating perhaps 
to the early Imperial period. Only a few other examples are 
recorded, of which the best known is in the Vatican.’ 
Another, now lost, was reputedly found in the tomb of 
Eurysaces near the Porta Maggiore, Rome.’ The significance 
of the shape and decoration is not known. Attempts to associ- 
ate the type with the cista mystica, or covered basket, of 
Bacchic rites are speculative. 

Provenance unknown. Displayed from 1804 in the Picture 
Gallery, Duchess Street, where it is visible in Fig. 4, placed on 
the tripod table on the left. Removed to Deepdene in 1824 
where it was displayed in the Theatre, no. 4 in the third row 
according to the caption to Hope Marbles. It served as a 
support to the square decorative plinth (Fig. гу) and the small 
double herm with masks, no. 63. It is visible in Williams’ 
water-colour (Pl. 41), and is mentioned in the Yale Inventory. 
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Bought in 1917 for 105 gns. (£110. 5s.) by Howard. Pre- 
sented to the Metropolitan Museum, New York, twenty 
years later by Mrs. Frederick E. Guest. 


' Gall. Lapid. Inv. 9237. Amelung, Vat. Kat. 1218 по. 74b pl. 26; W. 
Altmann, Die römischen Grabaltäre der Kaiserzeit (1905) 238 ff. 
253 fig. 198; J. M. C. Toynbee, Death and Burial in the Roman 
World (1971) 255. 

2 P, Ciancio Rosetto, // Sepolcro del fornaio Marco Virgilio Eurisace 
a Pta. Maggiore (1973) 31 fig. 28. Other examples in limestone are 
in Aquileia: У. 5. М. Scrinari, Museo Archeologico di Aquileia, 
Catalogo delle sculture romane (1972) nos. 315-7. Two marble 
urns, unpublished?, are in Naples, Mus. Naz.: photos, INR 


73-1643-4. 


86. Cinerary Vase C.199 Fig. 31 left 
Present location unknown. 

H. 12 in. = 0.305 m. Marble. One handle missing by 1917. 
Lit.: Hope, Household Furniture pls. 2; 20, 1; Hope Marbles 


pl. (29) по. 6; Christie’s Catalogue, 23—24 July 1917, lot. 199. 


Roman cinerary vase with lid, the ovoid body decorated with 
ivy and myrtle leaves and fruit, the handles in the form of 
twisted tendrils. 

Displayed in the Picture Gallery, Duchess Street, 
1804-1824, beneath a side-table on the right in Fig. 4. Trans- 
ferred to the Theatre, Deepdene, in 1824 and placed no. 7 in 
row three, according to the annotation to Hope Marbles. 
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FIGURE 33 


Left: сіпегагу уазе, Hope по. 91; Right: tazza, Hope по. 99, on tripod base, Hope по. 79, Lever no. 11 
Centre: Medusa head within tazza, Hope no. 99 


Purchased in 1917 by МсОпо for 75 gns. (£78. 155.), 
тов is probably Percy McQuoid, for whom see above, no 
4. M 


87. Cinerary Vase C. 200, $. 28 Fig. 32 right 


Present location unknown. 

Н. 17 in. = 0.43 m. 

Lit.: Hope, Household Furniture pl. 9, upper right; Fos- 
brooke pl. 11 right; Hope Marbles pl. 3 no. r; Christie's 
Catalogue, 23-24 July 1917, lot 200 pl. 7; Spink & Son, Аз 
Exhibition of Antique Sculpture, Vases, Bronzes Ec. Gc. 
(London 1919) p. 16 no. 28 fig. 28. 


А Piranesi-type vase with lid, richly decorated with enscrol- 
led flowers, with satyrs' heads for handles. Its antiquity is 
perhaps doubtful. 

It is not known precisely where it was displayed at Duchess 
Street. From 1824 it was in the Theatre at Deepdene, no. 9 in 
the third row, according to the caption to Hope Marbles. 

Bought in 1917 by Spink for 155 gns. (£162. 155.). 


88. Cinerary Vase C. 201 Pl. 27, 2-4 
Now Lady Lever Art Gallery, Port Sunlight, LLAG 3. See 
above, Lever Catalogue no. 20. 
No drawing by Fosbrooke survives, although one is referred 
to in Christie’s 1917 catalogue. The vase is visible, however, 
in Williams’ water-colour of the Theatre at Deepdene (РІ. 47), 
no. 3 in the third row, and it is described in this position in the 
Yale Inventory: “3 Row: 3 Vase: Bulls heads and wreath.” 
Bought in 1917 for 175 gns. (£183. 15s.) by Partridge for 
W. H. Lever. 


89. Сіпегагу Vase С. 206 Fig. 34 
Now Broadlands, no. 34. 

Н. 19 in. = 0.48 m. Marble. Foot now missing. 

Lit.: Fosbrooke, frontispiece; Hope Marbles pl. 2; H. Moses, 
A Collection of Antique Vases, Altars, Paterae, Tripods, Can- 
delabra, Sarcophagi etc. from various museums and collections 
(1814) pl. 29; Westmacott 223; Neale p. 8; Prosser; Christie’s 
Catalogue, 23—24 July 1917, lot 206 pl. 6; С. С. Vermeule, 
АЈА 59 (1955) 131; id., AJA 63 (1959) 141 по. 34. 


An ovoid vase with lid. The main frieze has garlands of oak- 
leaves and acorns suspended from bucrania. Within the gar- 
land on the front is a libation jug. The handles are in the form 
of masks. Probably work of the mid-eighteenth century. 
At both Duchess Street and the Deepdene this vase was 
displayed in the manner shown in Fig. 34, being set on alow 
column decorated with stylised leaves, which in turn rested 
on the ornate column no. 105. At Duchess Street it stood in 
the Statue Gallery. When removed to Deepdene in 1824, the 
ensemble was first placed in the Sculpture Gallery, against the 
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FIGURE 34 
Cinerary vase, Hope no. 89, set on column, Hope no. toş 


north wall immediately to the left of the statue of Aphrodite 
no. 11, and so not visible in Williams’ water-colour (РІ. 40). 
The position is confirmed by Neale and Prosser. By the early 
1840’s it had been moved to the Entrance Hall, where it is 
described by the Yale Inventory as: “column covered with 
foliage supporting vase (see plate 2)”, the latter being a refer- 
ence to Hope Marbles. 

Bought in 1917 by Amor for 160 gns. (£168), and since then 
in the Collection at Broadlands, Hampshire. 


go. Cinerary Vase С. 207 Pl. 27, 1. Fig. 32 left 


Now Lady Lever Art Gallery, Port Sunlight, LLAG 4. See 
above, Lever Catalogue no. 19. 
Details of display at Duchess Street not known. When 
removed to Deepdene in 1824 it was placed in the Theatre, 
no. 5 in the third row, according to the caption to Hope 
Marbles рі. 3. The position is confirmed by Williams’ water- 
colour (РІ. 41), in which it is just visible on the left. 

Bought in 1917 for 60 gns. (£63) by Partridge for W. H. 
Lever. 


91. Сіпегагу Vase С. 209 Fig. 33 
Present location unknown. l 

Н. 27% in. = 0.70m. Marble said to be Parian. 

Lit.» H. Moses, A Collection of Antique Vases, Altars, 
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Paterae, Tripods, Candelabra, Sarcophagi etc. from various 
museums and collections (1814) pl. 33; Hope Marbles pl. (28) 
no. 2; Christie’s Catalogue, 23-24 July 1917, lot 209 pl. 7. 


A large ovoid vase with lid, richly decorated with leaves, 
foliage, and masks. The handles are in the form of horned 
satyr-heads. Probably of eighteenth century workmanship. 
According to Christie’s catalogue entry, “a manuscript note 
among the Hope papers states that a facsimile vase is (1795) in 
the Museo Grimani at Venice.” 

The above reference suggests the vase may have been 
acquired as early as 1795. There are no details regarding its 
display at Duchess Street, but at Deepdene the caption to 
Hope Marbles tells us that this vase was “in right hand closet 
entering Theatre from Conservatory.” This is confirmed by 
the Yale Inventory. 

Bought in 1917 by Colnaghi’s for 240 gns. (£252), the top 
price paid for a cinerary urn or vase. 


92. Alabaster Vase С. 205, S. 24 


Present location unknown. 

Н. 25% in. = 0.65 m. Foot restored in wood. 

Lit.: Christie’s Catalogue, 23-24 July 1917, lot 203; Spink & 
Son, An Exhibition of Antique Sculpture, Vases, Bronzes &c. 
&c. (London 1919) p. 14 no. 24 fig. 24; Spink & Son Ltd., 
Greek and Roman Antiquities (no date) no. 73 p. 36; Knight, 
Frank & Rutley’s-Catalogue, London, ı2 May 1922, lot 259. 


A Roman alabaster vase with domed lid, two-handled, with 
ovoid body. Purchased іп 1917 for 90 gns. (£94. 105.) by 
Spink, who published the only photograph of it. 


93. Alabaster Vase С. 204, S. 23 


Present location unknown. 

Н. 20% in. = 0.52 m. Onyx-banded pink alabaster. 

Lit.: Christie’s Catalogue, 23-24 July 1917, lot 204; Spink & 
Son, An Exhibition of Antique Sculpture, Vases, Bronzes &c. 
&c. (London 1919) p. 14 no. 23; Knight, Frank & Rutley’s 
Catalogue, London, ı2 May 1922, lot 258. 


A Roman alabaster vase, with double handles and domed lid. 
Bought in 1917 by Spink for 48 gns. (£50. 8s.). 


94. Vaseon Column С. 248 Fig. 2 
Present location unknown. 

H. of vase 29 in. = 0.735 m. Н. of column 4 ft. 4 in. = 1.32 m. 
Marble. 

Lit.: Hope, Household Furniture pls. 1; 48 no. 3, with p. 45; 
Christie’s Catalogue, 23-24 July 1917, lot 248; Sotheby’s 
Catalogue, 27 July 1933, lot 126 pl. 5. 


A large vase with volute handles and lid, the body decorated 
with vertical fluting and a horizontal guilloche band, set on a 


column decorated with leaves and berries. One of a pair (cf. 
no. 95) which flanked the double doorway into the Statue 
Gallery at Duchess Street. They may be the “two fine Greek 
vases on cippi, decorated with foliage” recorded there by 
Westmacott (p. 223). 

Although Christie’s describe both vases and columns as 
antiques, Hope specifically states in his commentary to pl. 
48, 2-3, that these are “vases and cippuses of different marb- 
les, copied from antiques in the Albani and Barberini соПес- 
tions.” There is no record of these vases at Deepdene, and 
they may have remained in London. 

In 1917 this individual vase and column was bought for 420 
gns. (£441) by Agnew for Viscount Cowdray. In 1933 the 
pair (94 and 95) fetched £125, bought by Pearson. 


* For the vase in the Palazzo Barberini, Rome, which served as the 
model, see EA 2935. For other similar antique vases, see F. Taglietti 
in A. Giuliano et al., Museo Nazionale Romano, Le Sculture I, т 
(1979) по. 150, with lit. 


95. Vaseon Column С. 249 Fig.2 
The counterpart to no. 94. 

Bought in 1917 for 460 gns. (£483) by Agnew for Viscount 
Cowdray. Sold with no. 94 for £125 in 1933, to Pearson. 


96. Two Horses’ Heads from a Vase 
C. 179 


Present location unknown. 
Lit.: Christie’s Catalogue, 23—24 July 1917, lot 179 item 2. 


Two small horses’ heads, supposedly from a Greek vase. 
Perhaps broken from the tazza no. 103, the bow! of which 
was supported by winged horses. 

Sold with the candelabrum no. 76 and the medallion no. 72 
to Hanbury for 35 gns. (£36. 15s.). 


97. Alabaster Tazza-shaped Vase С. 196 


Present location unknown. 
Lit.: Christie’s Catalogue, 23-24 July 1917, lot 196 item 2. 


Two-handled, carved with masks of satyrs and maenads. 
Diameter 17 in. = 0.43 т. Supposedly antique. 

Sold with the rectangular cinerarium no. 84 to McQuoid 
for 65 gns. (£68. 5s.). For the purchaser, see above, no. 84. 


98. ‘Tazza-shaped Vase С. 198 


Present location unknown. 
Lit.: Christie's Catalogue, 23-24 July 1917, lot 198. 


H. ro in. = 0.255 m. Diameter 25 in. = 0.635 m. 
Marble. Carved with a symmetrical design of leaves and 


flowers, the leaves radiating from a large central boss. 
Supposedly antique. 


Bought by Gollar for 65 gns. (£68. 55.). 


99. Tazza-shaped Vase with Medusa 


lead С, 202, S. 30 Fig. 33 
Present location unknown. 

Diameter at rim 18 in. = 0.457 m. Marble. 

Lit.: Hope Marbles рі. (28) no. г and В; Neale p. 7; Prosser; 
Brayley-Britton 87; Christie’s Catalogue, 23-24 July 1917, 
lot 202; Spink & Son, An Exhibition of Antique Sculpture, 
Vases, Bronzes &c. &c. (London 1919) р. 17 no. 30 fig. зо. 


А marble bowl or tazza with fluted decoration externally, and 
a Medusa head on the inside from which leaves radiate almost 
to the rim. Originally it formed part of a tripod together with 
the base, no. 79 above, the ensemble being displayed in the 
centre of the Theatre at Deepdene. 

Bought in 1917 by Spink for 150 gns. (£157. 105.). 


тоо. Tazza-shaped Vase С. 208 


Present location unknown. See above, Lever Catalogue, 
Appendix: Sculpture. 

Н. 12 in. = 0.305 m. Diameter 24 in. = 0.61 m. Marble. 
Lit.: Christie’s Catalogue, 23—24 July 1917, lot 208 item т. 


Carved with acanthus and other foliate ornament inside and 
out. 
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Bought in 1917 Бу Partridge together with the lotus уазе, 
по. тот, for 100 gns. (&105) for W. H. Lever. The tazza 
received the number X. 2164, but seems to have been kept at 
Lever’s London house, The Hill, Hampstead. It appears on a 
typed list of items transferred from the Art Gallery Trustees 
to the late Lord Leverhulme during the year ending 3151 


December 1924, and it is presumed to have been sold as part 
of his estate. 


IOI. Lotus Vase С. 208 item 2 


Pl. 30, 2. 4. Fig. 36 


Now Lady Lever Art Gallery, Port Sunlight, LLAG 36. See 
above, Lever Catalogue no. 21. 
Provenance unknown. Displayed in the Picture Gallery, 
Duchess Street, from 1804, placed on a table in the right 
foreground of Fig. 4. When removed to Deepdene after 1824 
it was kept “in closet right hand side entering Theatre from 
Conservatory,” according to the caption to Hope Marbles pl. 
(30). 

Bought in 1917 together with no. roo for тоо gns. (£105) by 
Partridge for W. H. Lever. 


Toz 147732541 


Lit.: Humbert & Flint’s Catalogue, Deepdene, 12-19 бер- 
tember 1917, lot 1173 items 2 and 3; Spink & Son, An Exhibi- 
tion of Antique Sculpture, Vases, Bronzes &c. &c. (London 
1919) р. 20 по. 41. 


FIGURE 35 


Left and right: two canopic vases, Lady Lever Art Gallery; Centre: Egyptian alabaster vase 
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Described by Spink as: “Marble tazza, 17% in. diam. (= 
0.445 m.) with exterior ribbed ornament radiating from the 
centre; on sculptured marble column, circular, wıth conven- 
tional foliate decoration. Total height 19% in. (= 0.495 m.). 
Roman.” 

The sculptured marble column, which forms the second 
item, may be that which immediately supports the vase no. 89 
in Hope Marbles pl. 2 (here Fig. 34). 


103. Tazza on Stand with Winged 


Horses H.&F. 1174 А Pl. 40 
Present location unknown. 

Н. 22 in. = 0.56m. Diameter зо in. = 0.762 m. Marble. 
Lit.: Neale p. 8; Prosser; Brayley-Britton 86; Humbert & 
Flint’s Catalogue, 12-19 September 1917, lot 1174 А; Watkin 


171 pl. 65. 


First encountered in the Sculpture Gallery at Deepdene, 
where it dominates the foreground of Williams’ water-colour 
(Pl. 40). It was one of the three objects placed along the centre 
of the Gallery, and was much admired by Neale, who 
described it as: “a large and magnificent marble tazza, on a 
pedestal, it is in most excellent taste; four winged horses form 
the stand, or foot of the tazza.” By 1841 it had been moved to 
the arcades of the new Entrance Hall (evidence of Yale Inven- 
tory and Brayley-Britton). It is possible that the two horses’ 
heads sold separately by Christie’s, no. 96 above, came from 
this tazza. It is unlikely to have been ancient. 


ЫК ЛЕЯ ТД 
РІ. 40 


104. Small Sarcophagus 


Present location unknown. 

Dimensions given as 2 ft. то in. by т ft. то in. = 0.865 т. by 
0.56 m. Marble. 

Lit.: Neale p. 8; Prosser; Brayley-Britton 86; Humbert & 
Flint's Catalogue, Deepdene, 12-19 September 1917, lot 
1175; Watkin 171 pl. 65. 


A small sarcophagus or cinerary urn with gabled cover. The 
sides are decorated in relief with figures of Erotes holding 
garlands, within which are Medusa heads. It is not ancient, 
but is a copy with variations of a sarcophagus in the Vatican.’ 
The Victories on the corners of that have been replaced by 
Erotes, the decoration of the base mouldings has been omit- 
ted, and leaf decoration has been added to the cover. 

It is first seen in the Sculpture Gallery, Deepdene, where it 
was placed in the centre of the floor (РЇ, до). We may suppose 
that it was made to order for Thomas Hope, perhaps on the 
Occasion of his visit to Rome іп 1816-17, when his son 
Charles died. Later in the 1840’s it was removed to the new 
Entrance Hall, where Brayley-Britton recorded it as: “а 
beautiful Cenotaph, of white marble, of modern execution." 


' Belvedere no. 86. Amelung, Vat. Kat. II pl. 22; P. Pensabene, 
"Studio di lavorazione e tipologia dei sarcofagi a ghirlande micro- 


asiatici’, in Dialoghi di Archeologia 3 (1981) 101 n. 112; G. Koch 
and Н. Sichtermann, Römische Sarkophage (1982) 499 figs. 48 1-2; 
M. Waelkens, Dokimeion. Die Werkstatt der repräsentativen 
kleinasiatischen Sarkophage. Archäologische Forschungen, Bd. 11 
(Berlin 1982) р. 26 по. 27. Rom G 3, pls. 4, 1. 23 6 1. 2. 


105. Marble Column С. 181 Fig. 34 
Present location unknown. 

H. 4 ft. 11 in. = 1.5m. 

Lit.: Fosbrooke, frontispiece; Hope Marbles pl. 2; West- 
macott 223; Neale р. 8; Prosser; Christie’s Catalogue, 23—24 
July 1917, lot 181. 


An ornate marble column, with a Doric-type capital, and 
Ionic-type base and plinth, delicately carved with vertical 
bands of wheat-ears, olive, bay, vine, ivy and stone-pine, 
running from acanthus leaves at the base of the shaft. Prob- 
ably not ancient. 

Shown in Hope Marbles supporting the cinerary vase no. 
gt, and likely to be the “column with vase” seen by West- 
macott in the Statue Gallery at Duchess Street. Removed in 
1824 to Deepdene, and placed in the Sculpture Gallery 
immediately to the left of the Aphrodite no. 11, and therefore 
not visible in Williams’ water-colour (РІ. 40). Both Neale and 
Prosser confirm this position. The column supporting the 
candelabrum beyond the Aphrodite looks very similar to this 
one, but is presumably not it (see above, no. 74). It was later 
displayed in the Entrance Hall, according to the caption to 
Hope Marbles and the Yale Inventory. 

Bought in 1917 by Gollar for 220 gns. (£231). 


106. Columnar Pedestal C. 228 


Present location unknown. 
Lit.: Christie’s Catalogue, 23-24 July 1917, lot 228 item 2. 


Described as an antique marble pedestal, of fluted columnar 
form, 26 in. high (= 0.66 m.), with a diameter of 17% in. (= 
9.445 m.). This may be the pedestal supporting the winged- 
horse tazza no. 103 in the foreground of Williams’ water- 
colour of the Sculpture Gallery at Deepdene (Pl. 40). It was 
sold in 1917 together with the bust of Antinous no. 52 to 
Cory for 360 gns. (£378). 


107. Column Н. & Е. 1173, S. 40 


Present location unknown. 

Н. 4 ft. = 1.22 m. Marble. 

Lit.: Hope, Household Furniture pl. 48, 2 with p. 45; Hum- 
bert & Flint’s Catalogue, Deepdene, 12-19 September 1917, 
lot 1173 item 1; Spink & Son, An Exhibition of Antique 
rite Vases, Bronzes бс. &c. (London 1919) р. 20 no. 40 
19. 40. 

A low column shaft rising from an Ionic base, decorated with 
conventional foliage and a centre rope-band. Wrongly 
described as Roman by Spink. The commentary to House- 
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FIGURE 36 


Left and right: two сапоріс vases, Lady Lever Art Gallery; Centre: lotus уазе, Hope по. тот, Lever no. 21 


hold Furniture makes it plain that this was one of a number of 
objects copied from antiques in the Albani and Barberini 
Collections. Cf. nos. 94~95 above, to which the same applies. 


108. Pairof Columns С. 259 
Present location unknown. 
Lit.: Neale р. 8; Prosser; Christie’s Catalogue, 23—24 July 


1917, lot 259. 


A pair of tall red and white marble columns, with Corinthian 
capitals in white marble, said to have been excavated at Tivoli. 
These are the columns seen by Neale and Prosser in the 
corners of the Sculpture Gallery, Deepdene, at the end 
towards the entrance into the Conservatory. Later, according 
to the Yale Inventory, they were in the Entrance Hall. 
Bought in 1917 by Colnaghi for 230 gns. (£241. 105.). 


109. Pair of Columns Н. & Е. 1178 


Present location unknown. 
Lit.: Humbert & Flint's Catalogue, Deepdene, 12-19 Sep- 


tember 1917, lot 1178. 


Described as: *A pair of 5 ft. antique fluted sienna marble 
columns on square bases." | 

Neale (р. 5) recorded four columns (three supposedly anti- 
que) in the angles of the Entrance Hall in 1826. And in the 
new Entrance Hall after 1841 the Yale Inventory lists: “Pair 
grey granite plain columns white marble capitals.” 


110. Two Corinthian Capitals С. 188 


Present location unknown. 

Lit.: Christie’s Catalogue, 23-24 July 1917, lot 188. 

One ro in. high (= 0.255 m.), the other тт in. (= 0.28 m.). 
White marble. Called Roman. 

They may have belonged to the pair of columns listed 
under no. 109. Alternatively the Yale Inventory records that 
there were “Fragments capitals of columns &c &c” in the 
closet on the right entering the Theatre from the Conser- 
vatory. 

Bought in 1917 by McPeake for 36 gns. (£37. 16s.). 


ігі. Two Corinthian Capitals С. 189 


Present location unknown. 

Lit.: Christie’s Catalogue, 23-24 July 1917, lot 189. 

H. given as 11 in. (= 0.28 т.) and 12 in. (= 0.305 т.). 
Bought by McPeake for 5o gns. (£52). 


112. Two Corinthian Capitals С. 190 


Present location unknown. 
Lit.: Christie's Catalogue, 23-24 July 1917, lot 190. 
One, with shell and dolphin ornainent, то іп. Н. (= 0.255 
m.); the other 9% іп. Н. (= 0.24 m.). 
Bought by McPeake for 52 gns. (£54. 125.). 
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113. Four Couch Legs С. 205 


Now Fitzwilliam Museum, Cambridge, nos. GR 14.1917; 
15.1917; 16.1917; 17.1917. Luna marble. 

Lit.: Christie’s Catalogue, 23-24 July 1917, lot 205; A. B. 
Cook, Zeus П. 1 (1925) 760 п. 2, fig. 703; С. М. A. Richter, 
Ancient Furniture (1926) 121 ћо. 286; С. С. Vermeule, АЈА 
63 (1959) 142 по. 2; L. Budde and К. Nicholls, A Catalogue 
of the Greek and Roman Sculpture in the Fitzwilliam 


Museum Cambridge (1967) pp. 111—112 по. 183 pl. 61; Wat- 
kin 200 pl. 87. 


Well described by Budde and Nicholls, who suggest that the 
various fragments from which they are assembled may belong 
to at least five different legs. They interpret them as coming 
from the non-functional front legs of dummy couches in 
tombs. First half of the second century А. О. 

Purchased in 1917 for 70 gns. (£73. 105.) Бу Cockerell for 
the Fitzwilliam Museum. 


Appendix I 


Annotations to T.D. Fosbrooke, The Outlines of Statues in the 
possession of Mr. Hope (never published) for which Illustrations were 
furnished by T.D. Fosbrooke, anno 1813. Victoria and Albert 
Museum Library, London. See above, p. 37. Annotations 
in pencil. HM = Hope Marbles, see below, Appendix II. 


Frontispiece = HM, pl. 2. Here, Fig. 34 
Beside column: “8 different wreaths on the shaft”; below: 
“marble” 

Plate 1 = НМ, pl. 17 Here, Fig. 16 
Below statue on right: “Isis”; below statue, left and centre: “Spes 
Augusta Mble, size of life” 

Plate 2 = НМ, pl. 18 
“Isis”; “Marble size of life” 

Plate 3 = HM, pl. 13. Here, Fig. 14 
Apollo annotated on left: “Apollo — (sic); on right: 
“Pythian Apollo”. Below Venus Marina in centre: “Half-draped 
Venus”. Between Venus and Apollo on right: “МЫе size of Ше” 

Plate 4= HM, pl. 8. Here, Fig. 25 
Below: “Greyhounds – Dog & bitch nearly as large as life — very 
fine” 

Plate 5 = HM, pl. (20). Here, Fig. 23 

Plate 6 = НМ, pl. 15. Here, Fig. 10 
By head of Asclepius: “found in the Villa Hadriana”; below plinth: 
“Esculapius”. Below Hygieia on right: “Hygeia found at Ostia in 
1797” | 

Plate 7 = HM, pl. (22). Here, Fig. 19 
Below central figure: “Fawn”; by Silenus on right: "Silenus" 


Here, Fig. 17 
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Plate 8 = HM, pl. (23). 

Plate 9= HM, pl. (21). 

Below group on right: “Cupid Psyche” 

Plate то = HM, pl. 7. 

Plate 11 = HM, pl. 3. 

Plate 12 = HM, pl. 12. 

Below right: “Lucius Verus & Lucius Septimius” 

Plate 13 = HM, pl. 9. Here, Fig. 15 
Beside urn of Bacchante: “Mart. 199 Sueton. 298”; below: “female 
Bacchante”. Below tripod: “tripod Table”. Below Venus on right 
(Hope Cat., no. 12): “Venus in parian Mble found at Baya one of 
the most perfect Statues known” 

Plate 14 = HM, pls. 4-5. Notillustrated 

Plate 15 = HM, pl. 16. Неге, Fig. 9 
Beside profile view: “glass eyes”. Below it: “Head of Minerva - of 
which there will be two views of the figure” 

Plate 16 = HM, pl. 11. Here, Fig. 24 
Below left: “Hermaphrodite”; centre: “Antinous”; right: “Gany- 
mede” 

Plate 17 = HM, pl. (19). Here, Fig. 21 
Below left: “Isis”; below right: “Bearded or Indian Bacchus” 

Plate 18 = HM, pl. 1. Here, Fig. 29 
Above: *N. B. A scale of feet and inches should accompany this 
plate". Below: *Candelabra - BEN 

Plate 19 = HM, pl. 6. Notillustrated 

Plate 20 = HM, pl. то. Here, Fig. 18 
Below leaning Silenus on left: “Hercules Rusticus"; below Silenus 
in centre: “Silenus” 


Here, Fig. 20 
Here, Fig. 22 


Not illustrated 
Here, Fig. 32 
Here, Fig. 27 
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Appendix II 


List of plates and pencilled annotations in Hope Marbles, Victoria 
and Albert Museum Library, London. See above, p. 38. The plates 
are bound in reverse order, and only the first eighteen are numbered. 
F = Fosbrooke, Outlines of Statues (see Appendix I). 

С = Christie’s Cat., 23-24 July 1917. 


Plate x Е.Р. 18. Here, Fig. 29 
Candelabrum, Lever Cat., no. 8; Hope Cat., no. 73. Scale of feet 
and inches added, as suggested in annotation to Е. pl. 18. 

Plate 2 F., frontispiece. Here, Fig. 34 
Cinerary urn, Hope Cat., no. 89, set on column, Hope Cat., no. 
105. Below: “Hall, Deepdene” 

Plate з Е. рі. тт. 

1. (right) Cinerary urn, Hope Cat., по. 87. 
2. (left) Cinerary urn, Lever Cat., по. 19; Hope Cat. по. 90. 
Below: “2 Vase (no 5 3d Row) Theatre Deepdene. ı Vase (no 9 3d 
Row) Theatre Deepdene” 

Plate 4  F.pl. 14. Not illustrated 
Large vase, representing the marriage of Neptune and Amphitrite, 
by Giovanni de Bologna. Formerly in the Picture Gallery, 
Duchess Street. Westmacott 228. 


Here, Fig. 32 


Plate 5 “Ері. 14. Not illustrated 
Duplicate of plate 4, above. 
Plate 6 F.pl. 19. Notillustrated 


Detail of reliefs on one side of vase by Giovanni de Bologna. See 
above, plates 4—5. 

Plate 7 F.pl. то. 

Detail of reliefs on vase, above plates 4—5. 

Plate 8 F.pl.4. Here, Fig. 25 
Statuettes of greyhound bitch and greyhound, Hope Cat., nos. 
36-37. 

Plate 9 F. pl. 13. 

т. (right) Statue of Aphrodite, Hope Cat., по. 12. 
2. (centre) Head of Satyr, on plinth, on tripod, Hope Cat., nos. 40 
and ? 78. 

3. (left) Female Bacchante, Hope Cat., по. 20. 

Below: “3 Statue no 4 niche Theatre Deepdene. 2a Head no. 9 2d 
Row Theatre Deepdene. b Square plinth no 4 3d Row Theatre 
Deepdene supporting Basket. 1 Statue in niche at further end 
Theatre Deepdene” 

Platero Е. pl. 20. Here, Fig. 18 
Statuette of Silenus as Heracles (right and left), Hope Cat., no. 22. 
Centre: statuette of seated Silenus, Lever Cat., no. 3; Hope Cat., 
по. 23. 

Plater: F. pl. 16. 

т. (right) Statuette of Ganymede, Hope Cat., no. 31. 
2. (centre) Bust of Antinous-Osiris, Hope Cat., no. 52. 

3. (left) Statuette of Hermaphrodite, Lever Cat., no. 2; Hope Cat., 
по. 15. 

Below: “2 Egyptian head centre of Row of Busts Theatre Deep- 
dene (no. 6 3 Row)” 

Plateız Е. рі. 12. Here, Fig. 27 
1. (right) Bust of Septimius Severus, Hope Cat., no. 55. 

2. (left) Bust of Lucius Verus, Hope Cat., no. 56. 
Below: “2 Bust no. 4 2d Row Theatre Deepdene.1 Bust (no. 2 2d 
Row) Theatre Deepdene” 


Notillustrated 


Here, Fig. 15 


Here, Fig. 24 


Plater Е. pl. 3. Here, Fig. 14 
г. (left and right) Statue of Apollo, Hope Cat., по. 10. 

2. (centre) Statue of Venus Marina type, Lever Cat., no. 1; Hope 
Cat., no. 14. 

Below: “2 Statue Standing niche no. 2 Theatre Deepdene. 1 Front 
and Profile view of Statue niche no. 3 Theatre Deepdene” 

Plate 14 Here, Fig. 13 
Left and right: statue of Pothos, Hope Cat., no. 9. 
Centre: statue of Aphrodite, Hope Cat., no. 11. 

Plateıs F.pl.6. 

Left and right: statue of Hygieia, Hope Cat., no. 2. 
Centre: statue of Asclepius, Hope Cat., no. 3. 

Plateı6 Е. рі. 15. 

Head of statue of Athena, Hope Cat., no. 1. 

Plateı7 F.pl.ı. Here, Fig. 16 
1. (right) female statue of Archaic Greek type, Hope Cat., no. 17. 
2. (centre and left) statue of Peplophoros, Hope Cat., no. 18. 
Below: “2 Front and Side View Statue niche no 1 Theatre Deep- 
dene. 1 Statue in Hall Deepdene” 

Plater8 F.pl.2. Неге, Fig. 17 
Archaistic statue of maiden, Lever Cat., по. 4; Hope Cat., по. 19. 
Below: “Priestess of Isis. Hall Deepdene” 

Plate(19) F.pl. 17. Here, Fig. 21 
Right: statuette of archaistic Dionysus, Hope Cat., no. 27. 

Left: statuette of “Isis”, Hope Cat., no. 28. 

Plate (20) F.pl.;. 
Right and left: Eros and Psyche, Hope Cat., по. 29. 
Centre: Pan, Hope Cat., no. 30. 

Plate(21) F.pl.9. 
Eros and Psyche, Hope Cat., no. 29. 

Plate(22) F.pl.7. Here, Fig. 19 
Right: seated Silenus, Lever Cat., no. 3; Hope Cat., no. 23. 
Centre and left: seated Satyr, Hope Cat., no. 24. 

Plate(23) F.pl.8. 

Statuette of Satyr, Hope Cat., no. 25. 

Plate (24) Here, Fig. 11 
Statue of Antinous, Lever Cat., no. 5; Hope Cat., no. 7. 

Plate (25) Here, Fig. 12 
Apollo and Hyacinthus, Hope Cat., no. 8. 

Plate (26) Here, Fig. 26 
1. (right) Bust of Faustina Maior, Hope Cat., по. 54. 

2. (left) Bust of Antoninus Pius, Hope Cat., по. 53. 
Below: “2 Bust (no. 8. 2 Row) Theatre Deepdene ı Bust (no. то 
2 Row) Theatre Deepdene” 

Plate (27) Here, Fig. 28 
Double herm with dramatic masks, Hope Cat., no. 63. 

Below: “Front Back & Side views of Comic and Tragic Mask (no.4 
3d Row Theatre Deepdene)” 

Plate (28) Here, Fig. 33 
т. (right) Tazza, Hope Cat., no. 99, on tripod base, Lever Cat., no. 
11; Hope Cat., no. 79. 

B. (centre) detail of Medusa head within tazza. 
2. (left) Cinerary urn, Hope Cat., no. 91. 
Below: “2. Vase in right hand closet entering Theatre from Conser- 


vatory. 1 Tripod Theatre Deepdene B. Medusa’s head and foliage 
inside above” 


Here, Fig. ro 


Here, Fig. 9 


Here, Fig. 23 


Here, Fig. 22 


Here, Fig. 20 


Plate (29) | Here, Figs. 30-31 
т. (above right) cinerarium, Lever Cat., no. 17; Hope Cat., no. 8 47 


2. (above centre) cinerarium, Lever Cat., по. 18; Hope Cat. 
no. 82. 


з. (above left} cinerarium, Hope Cat., no. 81. 

4. (below right) basket cinerarium, Hope Cat., no. 85. 

5. (below centre) cinerarium, Lever Cat., no. 14; Hope Cat., 
no. 80. 4 

6. (below left) cinerary urn, Hope Cat., no. 86. 
Below: “Theatre Deepdene т. по. 10 — 2. no. 8. 
n0.6 бпо. уа] ш 34 Row” 

Plate (30) Here, Figs. 35-36 
т. (above right), 3. (above left), 4. (below right), 6. (below left): 
four canopic vases, LLAG, Port Sunlight = C., no. 172. 

2. (above centre) Egyptian alabaster vase, C. no. 177. 


3 ПО. 2 4 по. 4. 5 
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у. (below centre) Lotus vase, Lever Cat., no. 21; Hope Cat., no. 
тот. 


Below: “5 Lotus in closet right hand side entering Theatre from 
conservatory” 


Plate (31) Not illustrated 


Five Egyptian figurines = Christie’s, nos, 168, 171, 173, 174 and 
one other. 


Plate (32) Notillustrated 
Greco-Egyptian lion, C. по. 125. 
Plate (33) Not illustrated 


Engraving of the Dying Magdalen by Ludovico Caracci. West- 
macott 225. 

Plate (34) Not illustrated 
Engraving of Magdalen by Corregio. Westmacott 224. 
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Сопсогдапсе І 


Concordance between Michaelis, Christie’s Cat., 23-24 July 1917, 
and the present Hope and Lever Catalogues. 


Michaelis Christie's Hope Cat. Lever Cat. 
I 232 40 - 
2 247 9 = 
3 257 6 = 
4 2$6 8 - 
5 253 d s = 
6 255 II - 
7 252 2 - 
8 251 7 5 
9 254 3 x: 

IO 192 8o 14 
II ?194 ?82 ?18 
га 233 17 E 
13 234 18 - 
14 - 64 = 
15 225 51 - 
16 231 41 = 
17 l 216 32 ES 
18 235 22 - 
19 236 23 3 
20 237 26 - 
21 226 36 = 
22 245 29 = 
23 227 37 = 
24 246 31 = 
25 260 - - 
26 242 15 2 
27 241 30 ЖЕ 
28 228 52 - 
29 230 42 - 
30 240 20 - 
31 = бо - 
oe 239 19 4 
33 = бт - 
34 = 10 - 
35 243 14 1 
36 214 27 = 
37 215 28 = 
38 = 44 - 
39 258 т = 
49 211 25 - 
41 210 46 6 
42 180 71 - 
из 184 73 8 
44 212 43 = 
45 x 45 = 
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Concordance II 


Concordance between Christie’s Cat., 23-24 July 1917, Michaelis, 
and the present Hope and Lever Catalogues. 


Christie’s Michaelis Hope Cat. Lever Cat. Christie’s Michaelis ^ Hope Cat. Lever Cat. 
178A - 67 - 218 - 48 - 
179,1 u = 76 = 219 = 54 = 

2 - 96 - 220 - 55 - 
3 = 72 = 221 - 56 т 
180 42 7I - 222 - 57 = 
181 - 105 = 223 - 58 - 
182 - 74 - 224 - 59 = 
183 = 75 = 225 15 ут = 
184 43 73 8 226 2I 36 - 
185 = 79 II 227 23 37 = 
186 E 77: - 228,1 28 52 = 
187 = 78 = 2 = тоб = 
188 - IIO = 229 а 66 Ж 
189 - III = 230 29 42 - 
190 - 112 = 231 16 41 pi 
191 = 6$ = 232 д 22 Ё 
192 IO 80 14 233 12 17 = 
193 — 81 - 234 13 18 = 
194 PII 82 18 235 18 22 - 
19 = 83 17 236 19 23 3 
196,1 - 84 - 237 20 26 - 
2 = 97 = 238 = 33 = 
197 -- 85 E 239 32 19 4 
198 x 98 = 240 2 ж Г 
199 - 86 - 241 27 39 E 
200 = 87 Е 242 > p B 
201 - 88 20 243 35 14 I 
202 = 99 Е 244 Ё Е 
203 E 92 - 24$ 22 29 Л 
204 = 93 Е 246 Er 2 " 
205 = 113 = 247 Z 9 i 
256 E 89 = 248 = 94 " 
207 = 90 19 249 5 95 _ 
208,1 = Hem = 139 3 2 = 
2 ns | тот 21 250A = 39 
209. = Эх a > : А 4 
210 41 46 > = 2 5 
211 40 Ы ee А ; z 
212 44 43 7 ae 5 тї = 
213 Ж 47 С 6 4 8 = 
214 36 27 с = 6 - 
= 2 3 
215 37 28 u т - 
216 17 22 2 ch 2 


217 = 53 E 2 
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List of Plates 


LLAG = Lady Lever Art Gallery, Port Sunlight 


Plate т, 2.1-3 Statue of Nymph or Goddess, Venus Marina type. 
LLAG 20. Lever Cat., no. 1. Hope Cat., no. 14. FA Neg. 2095/0; 
2016/4; 2096/0; 2016/5. 

Plate 3.1-3 Statuette of standing Hermaphrodite. LLAG 13. Lever 
Cat., no. 2. Hope Cat., no. 15. FA Neg. 2071/0; 2068/0; 2073/0. 

Plate 4.1-2 Statuette of Silenus seated оп a rock. LLAG 14. Lever 
Cat., по. з. Hope Cat., no. 23. FA Neg. 2075/0; 2094/0. 

Plate 5.1-3 Archaistic statue of maiden. LLAG 19. Lever Cat., no. 
4. Hope Cat., по. 19. Walker Art Gallery, Liverpool, Neg. no. 
14159/7; FA Neg. 2014/10; 2016/2. 

Plate 6.1-2 Statue of Nymph or Goddess, as above, Plate 1. Details 
of head. FA Neg. 2148/37.34. 

Plate 6.3-4 Statuette of standing Hermaphrodite, as above, Plate 3. 
Details of head. FA Мер. 2146/23.28. 

Plate 7.1-2 Statuette of Silenus, as above, Plate 4. Details of head. 
FA Neg. 2148/24.23. 

Plate 7.3-4 Archaistic statue of maiden, as above, Plate 5. Details of 
head. FA Neg. 2148/30.25. 

Plates 8-11 Statue of Antinous. LLAG 208. Lever Cat., no. 5. 
Hope Cat., no. 7. ҒА Neg. 2091/0; 2088/0; 2086/0; 2084/0. 

Plates 12-13, 14.1-2 Statue of Antinous, as above, Plates 8-11. 
Details of head. FA Neg. 2014/5.4; 2148/9; 2014/2. 

Plate 14.3-4 Head of Asclepius. LLAG 1. Lever Cat., no. 6. Hope 
Cat., no. 46. FA Neg. 2005/9.5. 

Plate 15.1-4 Head of bearded male. LLAG 2. Lever Cat., no. 7. FA 
Neg. 2004/10.9.8; 2005/3. 

Plate 16.1-2 Candelabrum. LLAG 16. Lever Cat., по. 8. Hope 
Cat., no. 73. FA Neg. 2098/0; 2100/0. 

Plates 16.3, 17.1 
Мер. 2102/0; 2101/0. 

Plate 17.2-3 Candelabrum. LLAG 18. Lever Cat., no. то. FA 
Neg. 2104/0; 2103/0. 

Plate 18.1-4 Details of candelabrum, Lever Cat., no. 8, as above, 
Plate 16.1-2. FA Neg. 2149/15.12.20.18. 

Plate 19.1-2 Base of tripod restored as candelabrum. LLAG 5. 
Lever Cat., no. 11. Hope Cat., no. 79. FA Neg. 2145/22; 2006/9. 

Plate 19.3-4 Lion-headed table support. LLAG 8. Lever Cat., no. 
12. ЕА Neg. 2011/6; 2146/20. 

Plates 20, 21.173 Grave altar to Pedana. LLAG 12. Lever Cat., no. 
13. FA Neg. 2106/0; 2150/6; 2016/7; 2017/3. 

Plate 22.1-2 Rectangular cinerarium. LLAG 7. Lever Cat., no. 14. 
Hope Cat., no. 80. FA Neg. 2017/5.8. 

Plate 23.1 Rectangular cinerarium. LLAG то. Lever Cat., no. 15. 
FA Neg. 2006/5. 

Plate 23.2 Rectangular cinerarium. LLAG 6. Lever Cat., no. 16. 
ҒА Neg. 2006/10. 

Plate 24.1 Semi-circular cinerarium, see below, Plate 25.1-2. 
Detail. FA Neg. 2008/8. 

Plate 24.2 Rectangular cinerarium, Lever Cat., по. 16, see above, 
Plate 23.2. Detail of end. FA Neg. 2007/2. 

Plate 24.3 Rectangular cinerarium, Lever Cat., no. 15, see above, 
Plate 23.1. Detail of end. Walker Art Gallery, Liverpool, Neg. no. 
14015/46. 

Plate 25.1-2 Semi-circular cinerarium. LLAG 11. Lever Cat., no. 
17. Hope Cat., no. 83. FA Neg. 2008/5; 2009/1. 


Candelabrum. LLAG 17. Lever Cat., no. 9. FA 


Plate 26.1-4 Circular cinerarium. LLAG 15. Lever Cat., no. 18. 
Hope Cat., no. 82. FA Neg. 2007/6.8.10.9. 

Plate 27.1 Cinerary vase. LLAG 4. Lever Cat., no. 19. Hope Cat., 
no. 9o. ЕА Neg. 2009/5. 

Plate 27.274 Cinerary vase. LLAG 3. Lever Cat., no. 20. Hope 
Cat., no. 88. FA Neg. 2004/5.2.4. 

Plate 28.1-2 Nubian athlete, see below, Plate 29.2. Details of head. 
FA Neg. 2015/6.5. 

Plate 29.1 Statue of Aurora abducting Cephalus by Flaxman. 
LLAG, LS 6. FA Neg. 2017/10. 

Plate 29.2 Statue of Nubian athlete. LLAG 201. Lever Cat., по. 23. 
FA Neg. 2014/7. 

Plate 30.1.3 Decorative panel in restored pedestal. LLAG 21. 
Lever Cat., no. 22. Walker Art Gallery, Liverpool, Neg. nos. 
14159/1.2. 

Plate 30.2.4 Lotus уазе. LLAG 36. Геуег Cat., по. 21. Hope Cat., 
по. тот. ҒА Мер. 2006/1; 2005/10. 

Plate 31.1. Bust of Hadrian, modern сору. LLAG 161. Lever Cat., 
no. 24. FA Neg. 2150/32. 

Plate 31.2 Bust of Caligula, modern copy. LLAG 160. Lever Cat., 
no. 25. FA Neg. 2150/31. 

Plate 31.3 Bust of Hadrian, modern copy. LLAG 159. Lever Cat., 
no. 26. FA Neg. 2150/30. 

Plate 32.1-4 Bust of Tiberius, modern copy. LLAG 166. Lever 
Cat., по. 27. FA Neg. 2150/27.28.29.26. 

Plate 33.1.3 Bust of Hadrian, modern сору. LLAG 167. Lever 
Cat., no. 28. FA Neg. 2150/20.22. 

Plate 33.2.4 Bust of Caracalla, modern copy. LLAG 168. Lever 
Cat., по. 29. ҒА Мер. 2150/23.24. 

Plate 34.1-2 Terracotta, Aphrodite leaning against pillar. LLAG 
5082. Lever Cat., no. 31. FA Neg. 2010/5.4. 

Plate 34.3-4 ‘Terracotta, Satyr with infant Dionysus and leopard. 
LLAG 5050. Lever Cat., no. 32. ҒА Мер. 2009/7.8. 

Plate 35.1 Terracotta, woman playing knucklebones. Modern 
forgery. LLAG 5084. Lever Cat., no. 34. FA Neg. 2010/1. 

Plate 35.2 Terracotta, woman seated on rock. Modern forgery. 
LLAG 5081. Lever Cat., no. 33. FA Neg. 2009/9. 

Plate 35.3 Terracotta, woman and drunken satyr. Modern forgery. 
LLAG 5080. Lever Cat., no. 35. FA Neg. 2010/7. 

Plate 36.1 Terracotta, centaur abducting woman. Modern forgery. 
LLAG 5078. Lever Cat., no. 36. FA Neg., 2011/3. 

Plate 36.2 ‘Terracotta, hero defending woman from lion. Modern 
forgery. LLAG 5079. Lever Cat., no. 37. FA Neg. 2010/10. 

Plate 37 Interior view of north Rotonda, Lady Lever Art Gallery, 
Port Sunlight. FA Neg. 2133/0. 

Plate 38 Marble bust of Thomas Hope by Bertel Thorvaldsen, 
1816-17. Thorvaldsens Museum, Copenhagen, по. А 823. 
Museum photo. 

Plate 39 Water-colour, Deepdene, Entrance front and tower, 1826, 
by W.H. Bartlett. Lambeth Archives Dept., Minet Library, 
London, $ 3247, р. 45. Photo: М. О. Trace, London, no. 
MA 68/4. 

Plate 40 Water-colour, Sculpture Gallery Deepdene, 1826, by P. 
Williams. Lambeth Archives Dept., Minet Library, London, $ 
3247, р. 87. Photo.: M. D. Trace, London, MA 68/29. 


Plate 41 Water-colour, Theatre of Arts Deepdene, 1826, by P. 
Williams. Lambeth Archives Dept., Minet Library, London, $ 
3247, р. 84. Photo.: M. D. Trace, London, MA 68/15. 

Plate 42.1 Water-colour, south-west wing with conservatory and 
sculpture galleries, Deepdene, 1826, by W.H. Bartlett. Lambeth 
Archives Dept., Minet Library, London, $ 3247, p. 57. Photo.: 
M. D. Trace, London, МА 68/3. 

Plate 42.2 Water-colour, Entrance front Deepdene, 1826, by 
W.H. Bartlett. Lambeth Archives Dept., Minet Library, Lon- 
don, $ 3247, p. 39. Photo.: M. D. Trace, London, МА 68/5. 

Plate 43.1 Steel-engraving by T. Allom and E. Radclyffe for Bray- 
ley-Britton, А Topographical History of Surrey, V (1848), pl. opp. 
р. 79. Entrance front, Deepdene, as rebuilt by Henry Thomas 
Hope, 1841. Yale Center for British Art, Paul Mellon Collection, 
В 1977.14. 4803. 

Plate 43.2 Steel-engraving by T. Allom and Е. Radclyffe for Bray- 
ley-Britton, A Topograpbical History of Surrey, V (1848), pl. opp. 
p. 85. Interior of new Entrance Hall, Deepdene, 1841. Yale Center 
for British Art, Paul Mellon Collection, B 1977.14.4805. 

Plate 44.1 Deepdene, view westwards along the dene, с.т 930. 
National Monuments Record, London. Neg. CC 54/4. 

Plate 44.2 Deepdene, Entrance front, c.1930. National Monuments 
Record, London. Neg. CC 54/1. 

Plate 45.1 Deepdene from south-west, 1965. Surrey County 
Council, County Planning Dept., no. R 1175 I. 

Plate 45.2 Deepdene, Entrance front, 1965. Surrey County Coun- 
cil, County Planning Dept., no. R 1175 A. 

Plate 46 Statue of Athena. Los Angeles County Museum of Art, 
William Randolph Hearst Collection; on loan to J. Paul Getty 
Museum, Malibu. Hope Cat., no. 1. Photo: Los Angeles County 
Museum of Art. 

Plate 47 Statue of Hygieia. Los Angeles County Museum of Art, 
William Randolph Hearst Collection; on loan to J. Paul Getty 
Museum, Malibu. Hope Cat., no. 2. Photo.: Los Angeles County 
Museum of Art. 

Plate 48.1 Statue of Asclepius. Private collection, Italy. Hope Cat. 
no. 5. Photograph of cast formerly in Wellcome Collection, Lon- 
don. Wellcome Institute Library, London, neg. M 835. 

Plate 48.2 Statue of Heracles. Los Angeles County Museum of Art, 
William Randolph Hearst Collection; on loan to J.P. Getty 
Museum, Malibu. Hope Cat., no. 4. Photo.: Los Angeles County 
Museum of Art. 

Plate 48.3 Statue of Zeus or Imperial portrait statue. Private collec- 
tion, Italy. Hope Cat., no. 5. Photo.: F. Partridge & Sons, 
London. 

Plate 49.1 Statue of Dionysus and Idol. Whereabouts unknown. 
Hope Cat., no. 6. Photo.: after Christie's Cat., 23-24 July 1917, 

l. 20. 

Plate 49.2 Statue group, Apollo and Hyacinthus. Private collection 
Italy. Hope Cat., no. 8. Photo.: after Christie’s Cat., 23—24 July 
1917, pl. 19. 

Plate 50.1-4 Statue of Aphrodite. Athens, National Museum, no. 
3524. Hope Cat., no. 11. Museum photos. 

Plate 51.1 Statue of female of Archaic Greek type. Hope Cat., no. 
17. Photo.: after Christie’s Cat., 23-24 July 1917, pl. 13. | 

Plate 51.2-4 Statue of peplophoros. Walters Art Gallery, Balti- 
more, U.S.A. Hope Cat., по. 18. Art Gallery photos. 
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Plate 52.1 Statuette of archaistic Dionysus. Hope Cat., no. 27. 
Photo.: Ashmole Archive, King’s College London. 

Plate 52.2 Statuette of Silenus as Heracles. Hope Cat., no. 22. 
Photo.: Christie’s. 

Plate 52.3 Statuette of Рап, Hope Cat., no. зо. Photo.: Ashmole 
Archive, King’s College London. 

Plate 53.1 Statue of peplophoros. Ashmolean Museum, Oxford. 
Hope Cat., no. 21. Museum photo. 

Plate 53.2 ‘Torso of youth. Hope Cat., no. 32. Photo.: Ashmole 
Archive, King’s College London. 

Plate 53.3 Statue of Athena. Denman Collection, Texas, U.S.A. 
Hope Cat., no. 38. Photo.: Sotheby’s. 

Plate 54.1 Statue of greyhound. Hope Cat., no. 37. Photo.: after 
EA 4867. 

Plate 54.2 Statue of greyhound bitch. Hope Cat., no. 36. Photo.: 
after EA 4866. 

Plate 55.1 Head of Meleager. Hope Cat., no. 41. Photo.: after EA 
4865. 

Plate 55.2 Head of Athena. Hope Cat., no. 42. Photo.: after 
Christie's Cat., 23-24 July 1917, pl. 1o. 

Plate 56.1-4 Head of ‘Sappho’ type. Ashmolean Museum, Oxford. 
Hope Cat., no. 50. Museum photos. 

Plate 57.1 ‘Terminal head of Dionysus. Hope Cat., no. 43. Photo.: 
after Millingen, Ancient Unedited Monuments П (1826), pl. 11. 
Plate 57.2-3 Head of woman. University Museum, University of 
Pennsylvania, Philadelphia, U.S.A. Hope Cat., no. 49. Photos.: 

Ashmole Archive, King’s College London. 

Plates 58.1-2, 59.1-2 Head of Agrippina or Livia. Ashmolean 
Museum, Oxford. Hope Cat., no. 51. Museum photos. 

Plates 6о.1-2, 61.1-2 Bust of Faustina Maior. Royal Ontario 
Museum, Toronto, Canada. Hope Cat., no. 54. Museum photos., 
nos. 80 GR 295. 298. 294. 296. 

Plate 62.1-2 Bust of Septimius Severus or Clodius Albinus. Royal 
Ontario Museum, Toronto, Canada. Hope Cat., no. 55. Museum 
photos., nos. 65 GR 33.34. 

Plate 63.1 Bust of Faustina Малог, as above, Plates 60-61. Museum 
photo., no. 80 GR 297. 

Plate 63.2 Bust of Lucius Verus. Royal Ontario Museum, Toronto, 
Canada. Hope Cat., no. 56. Museum photo., no. 73 GR 150. 

Plates 64.1-2, 65.1-2 Bust of Lucius Verus, as above, Plate 63.2. 
Museum photos., nos. 78 GR 244.247.246.245. 

Plate 66.1-2 Porphyry head of Augustus. Royal Ontario Museum, 
Toronto, Canada. Hope Cat., no. 57. Museum photos., nos. 
5-9-55; $1555 l 

Plate 66.3-4 Porphyry head of Nero. Royal Ontario Museum, 
Toronto, Canada. Hope Cat., no. 58. Museum photos., nos. 
5:13:55: 5.16.55. 

Plate 67.1 Porphyry head of Vitellius. Hope Cat., no. 59. Photo.: 
after Christie’s Cat., 23-24 July 1917, pl. 10. 

Plate 67.2-3 Colossal foot in porphyry. Wellcome Institute for the 
History of Medicine, on loan to the Greek Museum, University of 
Neweastle upon Tyne. Hope Cat., no. 66. Photos.: Wellcome 
Institute Library, London, nos. M 15413; M 15412. 

Plate 68 Basket cinerarium. New York, The Metropolitan Museum 
of Art, Gift of Mrs. Frederick E. Guest, 1937. Hope Cat., no. 85. 
Museum photo., neg. no. 113012 b. 
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List of Figures 


HM = Hope Marbles 


Figure ı Plan of first-floor rooms and galleries of Thomas 
Hope’s house, Duchess Street, London, c. 1804 

Figure 2 Statue Gallery, Duchess Street, London, c. 1804. 
Interior view after Hope, Household Furniture, pl. ı 

Figure з Plan of the Statue Gallery, Duchess Street, Lon- 
don, c. 1804. 

Figure 4 Picture Gallery, Duchess Street, London, c. 1804. 
Interior view after Hope, Household Furniture, pl. 2. 

Figure 5 Plan of the principal storey, Deepdene, 1826, by 
T. Hope and W. Atkinson. Copied from original in John 
Britton, History of the Deepdene, Drawings collection, 
Royal Institute of British Architects Library, London. 

Figure 6 Plan of the Sculpture Gallery, Deepdene, 1824-31 

Figure 7 Plan of the Theatre of Arts, Deepdene, 1826 

Figure8 Plan of the Deepdene, as rebuilt by Henry Thomas 
Hope, 1841. Yale Center for British Art, Paul Mellon 
Collection, B 1977.14.4779. 

Figure 9 Head of statue of Athena. Hope Cat., no. 1. HM. 
pl. 16 

Figure 10 Left and Right: statue of Hygieia. Hope Cat., no. 
2.Centre: statue of Asclepius. Hope Cat., no. 3. HM, pl. 
16 

Figure 11 Statue of Antinous. Lever Cat., по. у; Hope 
Cat., no. 7. HM, pl. (24) 

Figure ı2 Statue group, Apollo and Hyacinthus. Hope 
Cat., no. 8. HM, pl. (25) 

Figure 13 Right and Left: statue of Pothos. Hope Cat., no. 
9. Centre: statue of Aphrodite. Hope Cat., по. 11. HM, 
pl. 14 

Figure 14 Right and Left: statue of Apollo. Hope Cat., по. 
10. Centre: statue of Nymph or Goddess, Venus Marina 
type. Lever Cat., no. т; Hope Cat., no. 14. HM, pl. їз 

Figure 19 Right: statue of Aphrodite. Hope Cat., по. 12. 
Centre: head of Satyr, on plinth, on tripod table. Hope 
Cat., no. 40 and по. ?78.Left: statue of Bacchante. Hope 
Cat., по. 20. HM, pl. 9 

Figure 16 Right: чаше of female of Archaic Greek type. 
Hope Cat., no. ı7. Centre and Left: statue of Pe- 
plophoros. Hope Cat., по. 18. HM, pl. 17 

Figure 17 Archaistic statue of maiden. Lever Cat., по. 4; 
Hope Cat., по. 19. НМ, pl. 18 

Figure 18 Right and Left: statuette of Silenus as Heracles. 
Hope Cat., no. 22. Centre: statuette of Silenus seated on a 
rock. Lever Cat., по. 3; Hope Cat., no. 23. HM, pl. то 

Figure 19 Right: statuette of seated Silenus, as above, Fig. 
18, centre. Centre and Left: statuette of seated Satyr. Hope 
Cat., no. 24. HM, pl. (22) 

Figure 20 Statuette of Satyr. Hope Cat., no. 25. HM, pl. 
(23) 

Figure 21 Right: statuette of archaistic Dionysus. Hope 
Cat., по. 27. Left: statuette of “Isis”. Hope Cat., по. 28. 
HM, pl. (19) 
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Figure 22 Statuette group of Eros and Psyche. Hope Cat., 
no. 29. HM, pl. (21) 

Figure 23 Right and Left: statuette group of Eros and 
Psyche, as above, Fig. 22. Centre: statuette of Pan. Hope 
Cat., no. 30. HM, pl. (20) 

Figure 24 Right: statuette of Ganymede. Hope Cat., no. 
31. Centre: bust of Antinous-Osiris. Hope Cat., по. 52. 
Left: statuette of standing Hermaphrodite. Lever Cat., no. 
2; Hope Cat., no. 15. HM, pl. 11 

Figure 25 Right: statuette of greyhound. Hope Cat., no. 
37. Centre and Left: statuette of greyhound bitch. Hope 
Cat., no. 36. HM, pl. 8 

Figure 26 Right: bust of Faustina Maior. Hope Cat., no. 
54. Left: bust of Antoninus Pius. Hope Cat., no. 53. HM, 
pl. (26) 

Figure 27 Right: bust of Septimius Severus. Hope Cat., no. 
55. Left: bust of Lucius Verus. Hope Cat., по. 56. HM, pl. 
12 

Figure 28 Double herm with comic masks. Hope Cat., по. 
63. HM, pl. (27) 

Figure 29 Candelabrum. Lever Cat., no. 8; Hope Cat., по. 
73. HM, pl. 1 

Figure 30 Right: semi-circular cinerarium. Lever Cat., no. 
17; Hope Cat., no. 83. Centre: circular cinerarium. Lever 
Cat, no. 18; Hope Cat., no. 82. Left: semi-circular 
cinerarium. Hope Cat., no. 81. On top of central urn: head 
of Asclepius. Lever Cat., no. 6; Hope Cat., no. 46. HM, 
pl. (29), above 

Figure 31 Right: basket cinerarium. Hope Cat., no. 85. 
Centre: rectangular cinerarium. Lever Cat., no. 14; Hope 
Cat., no. 8o. Left: cinerary vase. Hope Cat., no. 86. HM, 
pl. (29), below 

Figure 32 Right: cinerary vase. Hope Cat., no. 87. Left: 
Cinerary vase. Lever Cat., no. 19; Hope Cat., по. 9o. 
HM, pl. 3 

Figure 33 Right: tazza, Hope Cat., no. 99, on tripod base: 
Lever Cat., no. 11; Hope Cat., no. 79. Centre: Medusa 
head within bowl of tazza. Left: cinerary vase. Hope Cat., 
no. 91. HM, pl. (28) 

Figure 34  Cinerary vase, Hope Cat., no. 89, set on column, 
Hope Cat., по. 105. HM, pl. 2 

Figure 35 Right and Left: two canopic vases, LLAG. 
Centre: Egyptian alabaster vase, probably Christie's Cat., 
23-24 July 1917, lot 177. HM, pl. (30), above 

Figure 36 Right and Left: two canopic vases, LLAG. 
Centre: lotus vase. Lever Cat., no. 21; Hope Cat., no. тот. 
HM, pl. (зо), below 
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Museums Index 


(1) Sculptures catalogued in this volume 


Museum 


ATHENS, National 
Museum no. 3524 


BALTIMORE, 
Walters Art 
Gallery, no. 


23.87 


BROADLANDS, 
no. 34 


CAMBRIDGE, 
Fitzwilliam 
Museum, nos. 
GR. 14.1917; 
15.1917; 16.1917; 
17.1917 

LONDON, British 
Museum Reg. 
1947.3-28.2 

LOS ANGELES, 
County Museum 
of Art 

MALIBU, ]. Paul 
Getty Museum 
no. 73.AA.142 


Description 


Statue of Aphrodite 


Statue of Archaising 
Peplophoros 


Cinerary Vase 


Four couch legs 


Bust of man in 


basalt and marble 
See MALIBU, J. 
Paul Getty 


Museum 


Bust of Cicero 


References 


Hope Cat. no. 11; 
рр. 41, 45, 46, 
48, 52-3, 57, 65, 
76, 110; Pls. 40; 
SO 0521446! 
13 

Норе Сас. по. 18; 
РР. 47» 55» 62, 
65, 80; Pls. 41; 
51, 2-4. Figs. 4; 
7; 16 

Норе Сат. по. 89; 
РР. 52, 59, 65, 
107; Fig. 34 

Hope Cat. no. 113; 
рр. 61, 112 


Норе Сат. по. 67; 
рр. бї, 101 


?Норе Cat. по. 61; 
РР. 61,99 


(Following sculptures оп loan from LOS ANGELES, County 
Museum of Art, William Randolf Hearst Collection) 


LA no. 50.33.22 


ГА по. 50.33.23 


ТА по. 51.18.12 


NEWCASTLE 
UPON TYNE, 
University, 
Greek Museum 


Statue of Heracles 


Statue of Hygieia 


Statue of Athena 


Hope Cat. no. 4; 
рр. 60, 66, 71; Pl. 
48, 2 

Hope Cat. no. 2; 
pp. 38» 41, 45. 
48, 50, 59, 65, 
66, 67, 68-9, 79 
96; РІ. 47. Fig. 10 

Hope Cat. по. 1; 
РР: 38, 41; 45» 
48, 49, 50, 56, 
59, бо, 62, 63, 
65, 66, 67-8, 92, 
96; РІ. 46. Fig. 9 


(on loan from Wellcome Institute for the History of Medicine) 


Museum 


R 578/1936 


NEW YORK, Me- 
tropolitan 
Museum of Art 
no. 37.129, gift 
of Mrs. Frederick 
E. Guest 

OXFORD, Ash- 
molean Museum 
по. 1917.66 


no. 1917.66(b) 


no. 1917.67 


PHILADELPHIA, 
University of 
Pennsylvania 
Museum 
по. 30-7-1 


PORT SUN- 
LIGHT, Lady 
Lever Art Gallery 
LLAG ı 


LLAG 2 


LLAG 3 


LLAG4 
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Description 


Colossal porphyry 
foot 


Basket cinerarium 


Statue of Pe- 
plophoros 


Head of ‘Sappho’ 
type 


Head of Agrippina 
or Livia 


Head of woman 


Head of Asclepius 


Head of bearded 
male 
Cinerary vase 


Cinerary vase 


References 


Hope Cat. no. 66; 
РР. 38, 42, 47, 
50, 62, 66, 98, 
тоо; РІ. 67, 2-3 

Норе Саг. по. 85; 
РР. 38, 47, SS: 
100, 106; Pls. 41; 
68. Figs. 4; 7; 15; 
31 


Hope Cat. по. 21; 
рр. бо, 65, 81, 
93; Pl. 53, 1 

Hope Cat. no. 50; 
рр. 61, 65, 81, 

82, 93; РІ. 56, 1—4 

Hope Cat. no. 51; 
рр. 40, 41, 50, 
$5» 66, 90, 93; 
Pls. 58-59. Fig. 7 


Hope Cat. no. 49; 
рр. 61, 95; РІ. 57, 
2-j 


Lever Cat. no. 6; 
Hope Cat. no. 
46; pp. 17, 22, 
27, 65, 92, 104; 
Pl. та, 3—4. Fig. 
30 

Lever Cat. по. 7; 
рр. 17, 22; РІ. 15 

Lever Cat. по. 20; 
Hope Cat. no. 

88; рр. 17, 28, 
55, 65, 107; Pls. 
27, 2-4; 41. Fig. 7 

Lever Cat. no. 19; 
Hope Cat. no. 
90; рр. 27, 46, 

5» 65» 107; РІ. 
РУДАР 7122 
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Museum 


LLAG 5 


LLAG 6 


LLAG 7 


LLAG 8 


LLAG то 


LLAG ıı 


LLAG 12 


LLAG 13 


LLAG 14 


LLAG 15 


LLAG 16 


LLAG 17 
LLAG 18 


LLAG 19 


LLAG 20 


Description 


Tripod base 


Cinerarium 


Cinerarium 


Lion-headed table 
support 
Cinerarium 


Semi-circular 
cinerarium 


Pedana altar 


Statuette of Her- 
maphrodite 


Statuette of seated 
Silenus 


Circular cinerarium 


Candelabrum 


Candelabrum 
Candelabrum 


Statue of Archaistic 
maiden 


Statue of Venus 
Marina 


References 


Lever Cat. no. 11; 
Hope Cat. no. 
79; РР. 17» 25 
55,65, 104; Pl. 19, 
1-2. Figs. 7; 33 

Lever Cat. no. 16; 
рр. 17, 26; Pls. 
21 72 

Lever Cat. по. 14; 
Hope Cat. no. 
80; PP. 25, 42, 
45, 55» 65, 104; 
Р[ 22. IBIS, AG BIS 
731 

Lever Cat. no. 12; 
p. 24 Pl. 19, 3-4 

Lever Cat. по. 15; 
pp. 17, 26; Pls. 


23,1; 24,3 
Lever Cat. по. 17; 
Норе Сат. по. 


83; pp. 26, 42, 
45» 55› 65, 104; 
Pls. 24,1; 25. Figs. 
7539 

Lever cat. no. 13; 
рр. 17, 24-5; РЕ. 
20-21 

Lever Cat. по. 2; 
Hope Cat. no. 
I$; РР. 19, 49, 
45» 50, 65, 78, 
88, 94; Pls. 3; 6, 
3—4. Figs. 2-3; 24 

Lever Cat. no. 3; 
Hope Cat. no. 
23; PP. 20, 42, 
46, 52, 57, 65, 
83; Pls. 4; 7, 1-2. 
Figs. 18-19 

Lever Cat. no. 18; 
Hope Cat. no. 
82; pp. 27, 45, 
55» 65, 92, 104; 
Pl. 26. Figs. 7; 30 

Lever Cat. по. 8; 
Hope Cat. no. 
733 EP 17,22, 45; 
52,59,63, 102; 
Pls. 16,1—2; 18; 
40. Figs. 2; 6; 29 

Lever Cat. no. 9; p. 
23: РА 16,3) 57,7 

Lever Cat. по. 10; 
р. 23; Pl. 17,2-3 

Lever Cat. по. 4; 
Hope Cat. no. 
19; РР. 20, 41, 
47» 56, 59, 65, 
81; Pls. у; 7,3-4. 
Figs. 4; 17 

Lever Cat. no. 1; 
Hope Cat. no. 
14; pp. 18, 35, 
39, 42, 46, 49, 
55,69, ТІРЕ т. 


Мизеит 


LLAG 21 


LLAG 36 


ТТАД 159 


ТТ АД 160 


LLAG 161 
LLAG 166 
LLAG 167 
LLAG 168 
LLAG 169 


LLAG 201 


LLAG 208 


LLAG 5050 


LLAG 5078 


LLAG 5079 


LLAG 5080 


LLAG 5081 
LLAG 5082 


LLAG 5084 


LS 5 


Х. 2152 
K 2153 
X. 2154 
X 2155 
X. 2156 
X. 2164 
(formerly) 


X. 2595 
(formerly) 


Description 


Decorative panel 


Lotus vase 


Bust of Hadrian 
(modern) 

Bust of Caligula 
(modern) 


Bust of Hadrian 
(modern) 

Bust of Tiberius 
(modern) 

Bust of Hadrian 
(modern) 

Bust of Caracalla 
(modern) 

Bust of Caracalla 
(modern) 

Statue of Nubian 
athlete 


Statue of Antinous 


Terracotta, Satyr 
with Dionysus 
Terracotta, Centaur 
with woman 

(forgery) 

Terracotta, Hero, 
woman and lion 
(forgery) 

Terracotta, woman 
and drunken 
satyr (forgery) 

Terracotta, woman 
on rock (forgery) 

Terracotta, Aphro- 
dite 

Terracotta, woman 
playing astragaloi 
(forgery) 

Statue group of Au- 
rora and 
Cephalus by 
Flaxman 

Egyptian mortar 

Canopic vase 

Canopic vase 

Canopic vase 

Canopic vase 

Tazza 


Terracotta, proces- 
sion of Silenus 


References 


2,1-3; 6,1-2; 41. 
Figs. 7; 14 
Lever Cat. по. 22; 
p: 28; PL 30:13 
Lever Cat. no. 21; 
Hope Cat. no. 
101; рр. 17; 28, 
47» 56, 65, 199; 
Р ЗО ә А ИЕ 
36 
Lever Cat. по. 26; 
p.30; 34,3 
Lever Cat. по. 2%; 
рр. 29-30: РІ. 
31,2 
Lever Cat. по. 24; 
peragi Pl 31,7 
Lever Cat. no. 27; 
р. 30; Pl. ҙ2,1-4 
Lever Cat. no. 28; 
ро; Р тата 
Lever Сат. по. 29; 
р. 30; Pl. 33,2.4 
Lever Cat. no. 30; 
р. 30 
Lever Cat. по. 23; 
pp. 28-29; Pls. 
28; 29,2 
Lever Cat. по. 5; 
Hope Cat. no. 7; 
PP- 21-2, 40, 46, 
49, 50, 59, 65, 
73, 75; Pls. 8— 
14,1-2. Fig. 11 
Lever Cat. по. 32; 
P- 31; РІ. 343—4 
Геуег Сат. по. 36; 
PG2; 21861 


Lever Cat. по. 37; 
р. 32; Pl. 36,2 


Lever Cat. по. 35; 
p.32; Pl. 35,3 


Lever Cat. по. 33; 
pesas? РАЗ. 
Lever Cat. по, 31; 

р. 31; Pl. 34, 1-2 
Lever Cat. по. 34; 
р. 31; PL 35,7 


РР. 17, 49; 47, 59; 
PI. 29,1 


. 17; Figs. 35-6 
217; Figs. 35-6 

. 17; Figs. 35-6 

. 17; Figs. 35-6 

. 17; Figs. 35-6 
ope Cat. no. 100; 
PP. 17, 28, 31, 
65, 109 

P- 32 


тост 


Мизеит 


Х. 4757 
(formerly) 
ROME, Private 


Collection 


ROME, Private 


Collection 


ROME, Private 
Collection 


SAN ANTONIO, 


TEXAS, Denman 


Collection 
TOLEDO, OHIO, 
Museum of Art 


TORONTO, Royal 


Ontario Museum 
Inv. 933.27.1 


Inv. 933.27.2 


Inv. 933.27.3 


Inv. 933.27.4 


Inv. 933.27.5 


Description 
Terracotta, victory 


Statue of Asclepius 


Statue of Zeus 


Statue group of 
Apollo and 
Hyacinthus 


Statuette of Athena 


Statue of ram 


Porphyry bust of | 


Nero 


Bust of Faustina 
Maior 


Bust of Lucius 
Verus 


Bust of Septimius 
Severus or 


Clodius Albinus 


Porphyry head of 
Augustus 


(ii) Comparative material 


AIX-EN-PRO- 
VENCE, Musee 
Granet 

AMALFI, 5. Мапа 
del Carmine 

AQUILEIA, 
Museo 
Archeologico 

ATHENS, Acro- 
polis Museum 
no. 602 
no. 670 
no. 671 


Head of Septimius 
Severus 


Cinerary urn 


Basket cineraria 


Kore 
Kore 
Kore 


References 


Р. 32 


Hope Cat. no. 3; 
PP- 38, 49, 
46, 48, 50, 65, 
69-71; Pl. 48,1. 
Fig. то 

Hope Сат. по. 5; 
PP- 40, 50, 53, 
59, 62, 65, 71, 
72, 74; Pls. 43,2; 
48,3 

Hope Cat. no. 8; 
рр. 22, 40, 
41, 45, 48, 50, 
59, 65, 73-4» 
75 РІ. 49,2. 
Fig. 12 

Hope Cat. по. 38; 


рр. бт, 66, до; РІ. 


233 
Hope Cat. по. 70; 
р. 101 


Hope Cat. по. 58; 
РР. 47, 50, 62, 
65, 97-8; РІ. 
66,3—4 

Норе Сат. по. 54; 
РР. 49» 41, 45; 
48, 55, 62, 65, 
90, 94, 95; Pls. 
60-61; 63,1. Fig. 
26 

Hope Cat. no. 56; 
РР. 41, 45, 48, 
55» 62, 65, 67, 
96-7; Pls, 41; 
63,2; 64-65. Figs. 
СА 

Hope Cat. по. 55; 
PP- 41, 45» 48, 
55» 62, 65, 67, 
95-6; Pls. 41; 62. 
Ито 727 

Hope Cat. no. 57; 
рр: 59, 62, 65, 
97, 98; Pl. 66,1-2 


D 


Museum 


no. 684 

no. 687 
АТНЕМ$, National 

Museum 

nO. 701 


по. 702 


BASEL, Kunst- 
museum Inv. 214 
BERLIN, Staatliche 
Museen 
K.129 


Beschr. no. 193 
Beschr. no. 214 


BOSTON, 
Museum of Fine 
Arts 

BOWOOD, 
WILTSHIRE, 
Lansdowne Col- 
lection 


CASTLE HOW- 
ARD 
CLIVEDEN 


COPENHAGEN, 
Ny Carlsberg 
Glyptotek 
Inv. 386 


Inv. 693 


Inv. 747 
Inv. 755 


Inv. 2025 
COPENHAGEN, 
Thorvaldsens 
Museum 

no. 51 
по, 518a 


no. А823 


DELOS, Museum 


DRESDEN, Alber- 
tinum по. 57 
FARNBOROUGH 
HALL, WAR- 
WICKSHIRE 
FLORENCE, 
Museo Ar- 
cheologico 
FLORENCE, 
Gallerie degli 
Uffizi 
Inv. 220 (Man- 
suelli I по. $1) 
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Description 


Kore 
Kore 


Statue of Hope 
Hygieia type 

Statue of Asclepius 
of Giustini type 

Head of a woman 


Head of Asclepius 
of Giustini type 

Statue of standing 
Hermaphrodite 

Double herm with 
comic masks 


Head of Silenus 


Porphyry bust of 
Vitellius 


Bust of Antinous 
(formerly) 

Pair of lions attack- 
ing bulls 

Dionysiac sar- 
cophagus 


Double herm with 
comic masks 

Head of Faustina 
Maior 

Head of Livia 

Head of Agrippina 
Minor 

Statue of Dionysus 


Statue of Jason 

Relief, ‘A Genio 
Lumen’ 

Bust of Thomas 
Hope 

Fragment of statue 
of ‘Cacciatore’ 
type 

Statue of Pan 


Copy of negro head 
Cinerary urn 


(Dütschke no. 
492) 


Statue of Faun with 
footclappers 


References 
Р. 79 
P- 79 
р. 69 
р.70 


р. 93 


р. 19 n.2 
P:99 


р: 20 n.8 


рел9 
Р. 9$ 


р. 94 
р. 94 


PP- 49, 56, 59, 60 
р. 56 


р. 49 Pl. 38 


р. 84 
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Museum 


Тру. 1914, П. 102 
(Mansuelli IT по. 


43) 

HANNOVER, 
Sammlung Wall- 
moden 


KANSAS CITY, 
Nelson Gallery 
of Art 

LEEDS, City Art 
Galleries 

LEIDEN, Rijks- 
museum Inv. 
1824 

LENINGRAD, 
Hermitage 
Waldhauer nos. 
46, 47 
Waldhauer no. 
128 
Waldhauer no. 
129 

LIVERPOOL, 
Merseyside 
County Museums 


LONDON, Apsley 
House 

LONDON, British 
Museum : 
по. 550 


по. 1668 
по. І73І 


по. 1911 


2131 


по. 2487 
по. 2509 
Кер. 
1963.10-29.1 
LONDON, Sir 
John Soane’s 
Museum 
Vermeule no. 323 
Vermeule no. 381 
Vermeule nos. 
184-212 
LONDON, Vic- 
топа and Albert 
Museum 
А.6-1949 
LONDON, Well- 
come Institute 
MADRID, Prado 


Description 


Head of Tiberius 


Statuette of Athena 


Statue of Dionysus 


Faun with foot- 
clappers 


Statue of Venus by 
Canova 

Statue of Zeus 
Aigiochos 


Two heads of Asc- 
lepius 

Statue of Dionysus 
and Idol 

Statue of Dionysus 


Archaistic statue 
(ex-Ince Blundell 
Hall, Ashmole 
no. 82) 

Bust of Cicero 


Head of Asclepius 
Blacas 

Statue of Pan 
(Townley Coll.) 

Genzano herm of 
Heracles 

Bust of Lucius 
Verus (Townley 
Coll.) 

Statue group of 
playing grey- 
hounds (Townley 
Coll.) 

Quadrangular base 

Triangular base 

Lely Venus 


Cinerarium 

Archaistic statue 

Candelabra frag- 
ments 


Porphyry foot 

Copy of Lateran 
Asclepius 

Cinerary urn 
(Ricard, no. 173) 


References 


Р. 


Р. 


30 


84 


РР. 49, 56 


Р. 


Р. 


Р. 


юю ~ 


72 


.22 


2/9 


«73 


.21 


99 


. 22 


. 88 


“71 


222 


90 


25 
25 
19 


227 


2i 


223 


100 
79 


p 


Museum 


MALIBU, J. Paul 
Getty Museum 
no. 73-AA.109 


MANCHESTER, 
Art Gallery 


MANTUA, 
Museum 

MELBOURNE, 
National Gallery 
of Victoria 

MUNICH, Glyp- 
tothek 


NAPLES, Museo 
Nazionale 
Inv. бозо 
Inv. 0.167 


Inv. 967 


Inv. 4189 
Inv. 6149 


Ruesch no. 698 


Ruesch no. 858 


NEWBY HALL 

NEW YORK, 
Brooklyn 
Museum 

NEW YORK, Me- 
tropolitan 
Museum of Art 
no. 52.11.6 


NOSTELL 
PRIORY 

OSTERLEY PARK 

OSTIA, Museum 
Inv. 110 


Inv. 1119 


OXFORD, 
Ashmolean 
Museum 

Michaelis no. 34 


Michaelis no. 59 


PARIS, Louvre 


no. 359 
nO. IIOI 


Rés. épigr. MA 
1611 
Кёз. épigr. MA 
1543 


Description 


Head of Hygieia of 
Hope type 

Bust of Sappho 

Statue of Shepherd 


and dog by Thor- 


valdsen 
Base with ram's 
heads 


Archaistic statue 


Head of Asclepius 
of Giustini type 


(Schlörb II no. 20) 


Antinous Farnese 

Statue of Antoninus 
Pius 

Statue of Isis 

Bust of Caracalla 

Cinerarium 

Head of Demetrios 
Poliorcetes 

Votive reliefs to sea 
deities 

Bronze, drunken 
satyr 

Two basket 
cineraria 

Cinerary vase 

Head of Nubian 


Bronze bust of 
Livia 

Statue of standing 
Silenus 

Statue of Heracles 

Cinerary urn 

Statue of Venus 
Marina type 

Statue of Venus 
Marina type 


Statue of standing 
Hermaphrodite 
Female head 
Candelabra 


Statue of Isis 

Bust of Lucius 
Verus 

Base with rams’ 
heads 


Cinerarium 


Cinerary urn 


References 


vC 


oo 


. 69 


293 


59 


22 


Set 


.70 


94 


. 20 


ag 
227) 
. I9 


. 19 


. 20 


93 


25 


. 86 


96 


223 


. 26 


07 


Мизеит 


РЕТУОКТН 
HOUSE 
Michaelis no. 38 


Michaelis no. 54 


RHODE ISLAND, 
Museum of Art 


no. 33 


ROME, Museo 
Capitolino 
Inv. 408 


Inv. 409 
Inv. 421 


Inv. 447 


Inv. 645 


Inv. 739 

Inv. 744 

Inv. Albanı, As 
Inv. Albanı, A6 
Inv. Albani, Ау 
Inv. Albanı, Aı6 
Inv. Albani, А26 
Inv. Albani, C14 


ROME, Museo 
Laterano 
Benndorf-Schöne 
no. 78 
Benndorf-Schöne 
no. 165 
ROME, Museo 
Nazionale 
Inv. 49596 
ROME, Museo 
Nuovo 
Capitolino 
Inv. 1846 


ROME, National 
Bank 

ROME, Palazzo 
Barberini 

ROME, Palazzo dei 
Conservatori 
Inv. 2418 


ROME, Palazzo 
Corsini 

ROME, Palazzo 
Massimo alle 
Colonne 

ROME, Palazzo 
Mattei 
(formerly) 


Description 


Head of Clodius 
Albinus 

Statue of standing 
Silenus 


Head of Agrippina 
Minor 


Statuette group, 
Eros and Psyche 
Statue of Aphrodite 
Head of Agrippina 
Maior 
Head of Faustina 
Maior 
Statue of 
‘Cacciatore’ 
Head of Satyr 
Priestess of Isis 
Bust of Tiberius 
Bust of Caracalla 
Bust of Caligula 
Bust of Hadrian 
Bust of Hadrian 
Bust of Caligula 
Cippus, СИ, VI, 
10069 
Statue of seated 
Silenus 


Statue of Asclepius 
Cinerary urn 


Head of negro 
Cinerary urn 


Statue of Asclepius 
Giustini 

Statue of Antinous- 
Dionysus 

Marble vase 


Statue of Roman 
general 

Cinerarium 

Cinerarium 


Cinerarium 


Statue of seated 
Silenus 


References 


р. 


р. 


РР. 19, 77 
р. 


р. 


т 


"5 


Soe es os os 


96 


87 


94 


95 


21 


20 


Museum 


КОМЕ, Vatican 


Museums 
Inv. 257 
Inv. 430 
Inv. 710 


Inv. 1434 

Inv. 2227 

Inv. 4349 

Inv. 9181 

Inv. 9237 

Inv. 10549 
Amelung Ino. 
492D 

Amelung II по. 
117 

Sala dei Busti 283 
Belvedere no. 86 
Chiaramonti 106 


Mus. Greg. Prof. 


ROME, Villa Doria 
Pamphilj 
Calza, no. тут 
Calza, no. 327 

SARDINIA, Museo 
Nazionale “G. A. 
Sanna” di Sassari 
e del Comune di 
Porto Torres 

SCALA, Italy, S. 
Catarina 

SIDE, Museum 


SMITH COL- 
LEGE, Museum 
of Art 

TUNIS, Musée 
Alaoui 
no. C 932 

VENICE, Museo 
Grimani 

VIENNA, Kunst- 
historisches 
Museum 
по. 131 


WASHINGTON, 
D.C., Corcoran 
Gallery of Art 

WOBURN ABBEY 


YORK, City Art 
Gallery 


MUSEUMS INDEX 


Description 


Zeus of Otricoli 

Playing greyhounds 

Bust of Septimius 
Severus 

Head of Athena 

Statue ot Athena 

Torso of Dionysus 

Cinerarium 

Basket cinerarium 

Cinerarium 

Torso of Pan 


Seated greyhound 
bitch 

Bust of Hadrian 

Small sarcophagus 

Relief with comic 
masks 

Cinerarium 

Base with rams’ 
heads 

Candelabra of Pira- 
nesi type 


Cinerarium 
Porphyry head 
Cinerary urn 


Cinerary urn 


Head of Hope 
Athena type 

Head of Silenus 

Cinerarium 


Statue of Hadrian 
Cinerary vase 


Porphyry bust of 
Vitellius 

Statue of Venus 
Marina type 

Copy of Canova’s 
Venus 


Statue of Athena 
Dionysiac sar- 
cophagus 


Archaistic statue 
Reclining Silenus 
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Agrippina ог Livia, bust (Hope no. ут), 40, 41 п. 32, 50, 55, 66 п. 
170, 90, 93, Pls.58-59, Fig. 7 

Alabaster vase (Hope no. 92), 108; (Hope no. 93), 108 

Albani, Cardinal, 18, 19; collection, 44 

Alcamenes, 73 

Aldrovandi, 81 

Amiens, Peace of, 41, 42 

Amphitheatre, see Deepdene, Theatre of Arts 
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Antinous, statue (Lever по. 5, Hope no. 7), 17, 18, 21-22, 40, 41 
п. 36, 46, 48, 49, 50, 59, 65, 73, Pls. 8-14, 1-2, Figs. 3; 11 
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297124 

Antiparos, 41, 47, 100 

Antiquaries, Society of, 57 

Antonini, Carlo, 40, 82 

Antoninus Pius, bust (Hope no. 53), 40, 45, 48, $$, 62, 90, 94, 
йб 2, 7 26 

Aphrodite, 19, 31; Capitoline type, 77; Syracuse type, 76; statue 
(Hope по. 11), 41, 45, 46, 48, 52, 57, 65, 76, РІ. уо, 1-4, Figs. 
2; 3; 6; 13; чаше (Hope no. 12), 41, 47, 55, 62, 76, Figs. 4; 7; 
15; statue (Hope no. 13), 60, 77; see also Venus 

Apollino, Medici, see Pisani 

Apollo, Anzio type, 74, 89; and Hyacinthus, statue group (Hope 
по. 8), 22, 40, 41 п. 36, 45, 48, 50, 59, 65, 73, РІ. 49, 2, Figs. 2; 
3; 12; Sauroctonus, see Pothos; with bow, statue (Hope no. 10), 
22, 40, 41 п. 36, 46, 49, $$, 76, Figs. 3; 7; 14; see або Flaxman 

Archaising female, statue (Hope по. 17), 41, 46, 56, 59, 79-80, РІ. 
51,1, Fig. 16 

Archaistic maiden, statue (Lever no. 4, Hope no. 19), 20-21, 41, 
47» 56, 59, 65, 81, Pls. 5; 7, 3-4, Figs. 4; 17 

Arm, male (Hope no. 64), 41, 47, 50, 100 

Asclepius, Blacas head, 22; Giustini type, 70; head (Lever no. 6, 
Hope no. 46), 17, 22, 27, 65, 92, 104, Pl. 14, 3-4, Fig. 30; statue 
(Hope no. 3), 40, 46, 48, 49, 50, 65, 69-71, РІ. 48, 1, Figs. 3; 10 

Ashmole, B., 68 

Athena, head (in Vatican) 52 п. 82; head (Hope no. 42), 50, 55, 
56, 91, Pl. 55, 2, Fig. 7; statue (Hope Athena, Hope no. т), 41, 
45» 48, 49, 50, 56, 59, 60, 62, 63, 65, 66, 67-68, 96, РІ. 46, Figs. 
2; 3; 9; statuette (Hope по. 38), 61, 66, 90, РІ. 53, 3 

Athens, Acropolis, 41; Benaki Museum, 41; Erechtheum, 47; 
Parthenon, 41, 47, 100; Propylaea, 47; ‘Theseion, 47’; Tower of 
the Winds, 47 

Atkinson, William, 51, 56 

Aubrey, J., 63 

Augustus, head (Hope no. 57), 50, 62, 65, 97, Pl. 66, 1-2; statue 
of, see Zeus 

Aurora abducting Cephalus, see Flaxman 


Bacchante, statue (Hope no. 20), 19, 42, 47, 55, 81, Figs. 4; 7; 15 
Bacchus and Hope, see Dionysus and Idol 

Baiae, 41, 76 

Baltimore, Walters Art Gallery, 17 


Baluster, 25, 26, 28 

Barberini collection, see Rome 

Bartlett, W. H., 39, 52 

Bartolini, 49 n. 70; copy of Canova’s Venus, 59, Pl. 43, 2; copy of 
Florentine boar, 55, 56, 59, 60 

Baumgarten, S., 40, 41, 49, 52 

Behnes, bust of Mrs. Hope, §2, Fig. 6 

Beresford, Hon. Louisa, Mrs. Thomas Hope, 36, 37, 48, 57; bust 
by Behnes, 52, Fig. 6; bust by Thorvaldsen, 54, Fig. 6 

Beresford, William, Archbishop of Tuam, 37 

Beresford, Viscount William, 36, 57 

Beresford, Lord William, 63 

Berry, Miss, 48 

Bertolotti, A., 21, 40, 74, 75, 76 

Bessborough collection, 27, 42, 65, 88, 100 

Bichat, Anne Adéle, Mrs. Anne Hope, 36, 57, 61-62, 63 

Birmingham, City Art Gallery, 54 n. 91 

Boissard, 25 

Bomford collection, 90 

Boulton, Matthew, 48 n. 66 

Boxer, statue, see Nubian athlete 

Brayley, E. W., 39 

Brayley-Britton, see Britton, John 

Bright, J. S., 61 

Brighton, Preston Manor, 105 

British Museum, 7, 37, 70; Elgin gallery, 43 n. 50; Hamilton room 
43 n. jo 

Britton, John, 38, 39, 42, 48, 50, 51, 52, 54, $$, 56, 57, 60 

Bronze sculptures, 52, 56, 59 

Brotherton, 39 

Brownlow, Гога, 23 

Brucciani, О. & Со. Ltd., 70 

Burney, Dr. C., 48 

Bust, bearded male (Lever no. 7), 17, 22, Pl. гу; man (Hope по. 
67), 61, тот; Roman (Hope no. 68), 61, тот 

Byron, Lord, 35, 48 


Cacciatore, statue type, 21 

Caligula, bust (Lever no. 25), 29-30 

Candelabrum (Lever no. 8, Hope по. 73), 17, 22-23, 45, 52, 59, 
63, 65, 102, Pls. 16, 1-2; 18, 1-4; 40, Figs. 2; 3; 6; 29; (Lever no. 
9), 23, Pls. 16, 3-17, 1; (Lever no. то), 23, Pl. 17, 2-3; (Hope 
по. 74), 52, 59, 65, 66, 102, Fig. 6; (Hope no. 75), 45, 52, 54, 
59, 65, 66, 102-3, Pl. 40, Figs. 2; 3; 6; (Hope no. 76), 52, 103, 
Fig. 6 

Canopic vases, 17, Figs. 35-36 

Canova, А., 35, 41, 64, 74; heads of Perseus and Paris, 52; statue 
of Venus, 49, 50, 56, 59, 63 

Capel-Cure collection, 25 

Capitals, Corinthian (Hope no. 110), 111; (Hope по. ттт), 111; 
(Hope по. 112); 111 

Capri, 41 

Caracalla, busts (Lever nos. 29-30), 3o 

Carlisle, Earl of, 42 

Casket, see sarcophagus 

Castle Howard, 24, 42 


Cavaceppi, B., 18, 19, 27, 35, 39, 104 

Cephisodotus, 69 

Сев collection, 25 

Chigi, Prince D. Sigismondo, 40, 41, 90, 94, 95 

Christie’s, IO, 11,37, 38, 40, 42, 54, 64-66 

Cicero, head (Hope no. 61), 61, 99 

Cinerarium, basket (Hope no. 85), 47, 55» 106, Pl. 68, Figs. 4; 7; 
31; circular (Lever no. 18, Hope no. 82), 27, 45, 55, 65, 104, Pl. 
26,6105, 25 3; 7:30; rectangular (Lever по. 14, Hope no. 80) 
25, 42, 45, 55, 65, 104, Pl. 22, Figs. 2; 3; 7; 31; rectangular 
(Lever no. 15), 26, Pls. 23, r; 24, 3; rectangular (Lever no. 16), 
26. Pls. 23, 2; 24, 2; rectangular (Hope no. 84), 61, 10%; semi- 
circular (Lever no. 17, Hope no. 83), 26, 42, 45, 55, 65, 104, 
РБ. 24, 1; 25, Figs. 2; 3; 7; 30; semi-circular (Норе по. 81), 45, 
55» 104, Figs. 2; 3; 7; 30 

Cinerary уазе, (Lever по. 19, Hope по. 90), 27, 46, $$, 65, 107, 
РІ. 27, 1, Figs. 7; 32; (Lever по. 20, Hope no. 88), 28, 55, 65, 
107, РІ. 27, 2-4, Fig. 7; (Hope no. 86), 47, 55; 106-107, Figs. 4; 
7; 31; (Hope no. 87), 46, 55, 107, Figs. 7; 32; (Hope no. 91), 56, 
107-8, Fig. 33; vase on column (Hope nos. 89 and 105), 45, 52, 
59, 107, 108, 110, Figs. 2; 3; 6; 34 

Circus factions, 25 

Clairmont, С. W., 21 

Clarac, Le Comte F. de, 39, 57, 62, 70, 84 

Clarence, Duke and Duchess of (later King William IV and Queen 
Adelaide), 37 

Clumber Park, Nottinghamshire, 39, 63, 66, 88, 89, 90 

Colnaghi, 81, 108 

Cologne, Forschungsarchiv für römische Plastik, 7, то; Römisch- 

Germanisch Museum, 7, 9 

Columnar pedestal (Hope no. 106), 110 

Columns, 56; (Hope no. 107), 110; (Hope по. 108), 59, 111; 
(Hope по. 109), 59, 111; see also Cinerary vase оп column 

Constantinople, 35, 41 

Cook, B. F., 7, 44 

Cory, 85, 94 

Couch legs (Hope no. 113), 61, 112 

Coureau, 92 

Cowdray, Viscount, 65, 68, 95, 96, 97, 108 

Crews, C. T. D. collection, 26 

Crowther, B. Ltd., 88 

Cupids, see Erotes 

Cyriac of Ancona, 25 
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D’Abernon, Lord, 104 

Dance, G., 48 

Dancing, in Statue gallery, Duchess Street, 48, 57 

Deepdene (The), 9, 35, 37, 38, 39, 44, 50-64, Pls. 39-45, Figs. 5-8; 
caves (sand-caves), 62, 63, 66, 71, 78, 99; Chart Park, 51; Closet, 
55, Fig. 5; Conservatory, 51, 52, 54, 56, бо, 61, 103, Figs. 5 (V); 8; 
Entrance Front, 51, 58, 62, Pls. 42, 2; 43, 1; Entrance Hall, 39, 47, 
$1, 52, 56, 57, 58—59, 60, 62, Pl. 43, 2, Figs. 5 (A); 8; Etruscan 
Room, 60; Etruscan Temple, 51; Garden Saloon, see Orangery; 
Library, 39, 52, 62, 64, Figs. 5 (О); 8; Mausoleum, 37, 49, 54; 
Orangery (Sculpture Room), ут, 55, 56, 57, 60, 62, 63, Р? т, 
Figs. 5 (W); 8; Sculpture Gallery, 39, 51, 52—54, 57, 59, 60, Pl. 40, 
Figs. 5 (Р); 6; 8; Staircase, 51, 59, 62, Figs. 5 (В); 8; Temple 
(Studio), 52, 56, Fig. 5 (R); Theatre of Arts, 23, 39, 51, 54-55» 59, 
бо, Pls. 41; 42, 1, Figs. 5 (Q);7 

Denman, G. Jr., 90 

D'Este, A., 22, 40, 47, 54, 59, 75; statue of eagle, 47, 54 59; РЇ 2, 
Fig. 6 

Dilettanti, Society of, 37 | 

Dionysus, statuette (Норе по. 27) 46, 50, 62, 65, 85-86, РІ. 52,1, Ер. 
21; terminal head (Hope по. 43), 50, 55,62,92, РІ. pz Fig. s 
terminals head (Hope no. 44), 55, 62, 92, Pl. 41, Fig. 7; terminal 
head (Hope no. 45), 62, 92 
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Dionysus and Idol, statue (Hope по. 6), 20, 38, 40, 45,48, 49, 50, 65, 
72-73, Pl. 49, 1, Figs. 2; 3 

Dionysus and panther, statuette (Hope no. 26), 41, 45, 49, 50, 85, 
Figs.2;3 

Disraeli, Benjamin (Earl of Beaconsfield), 57, 58, 59, 61 

Donatus, 24 

Doni, Johannes Baptista, 27 

Doric order, 47, 52 

Dorking, New Deepdene House, 64 

Dosio, 25 

Double-herm, with comic masks (Hope no. 63), 50, 55, 99-100, 
Figs.;28 

Duchess Street, London, Hope’s house, 9, 17, 35, 37, 39, 41, 42-49, 
50, 57, $9, Fig. 1; Ante-Room, 45, 44, 47,50, 52, 54, 100, Fig. г; 
Egyptian Room, 43, 47, Fig. 1; Flaxman-Room (Star-Room), 17, 
41, 47, 50, 100, Fig. r; Indian Room, 43, Fig. т; Picture Gallery, 
21, 375 39, 41, 42, 43, 45, 46, 47, 49, 50, 55, Figs. 1; 4; staircase, 42, 
43, 47; Statue Gallery, 37, 39, 41, 42, 43-47, 48, 49, 50, 52, Figs. 
1-3; Vase Rooms, 42, 43, Fig. 1 

Durlacher, 91, 103, 104 

Dusillon, P. C., 59 


Eagle, 24, 27; statue of, see D'Este 

Edgeworth, Maria, 5 1, $6, 59 

Egremont, Earl of, 42 

Egypt, influence of, 35 

Egyptian antiquities, 17, 38, 42, 48, 54, 56, 64, 94; ornament, $2 

Elgin, Lord, 41 

Embeirikos, M., 65, 76 

Epigram, funerary, 24 

Eros and Psyche, statuette group (Hope no. 29), 46, 52, 54, 57, 
86—87, Figs. 6; 22—23 

Erotes, 23, 27, 54, 110 

Evans, Sir Arthur, 94 

Evelyn, John, 63 


Fagan, Robert, 41, 52, 67, 96 

Farington, Joseph, 43, 48 

Faustina Maior, bust (Hope no. 54), 40, 45, 48, 55, 62, 65, 90, 95, Pls. 
60-61; 63, 1, Figs. 2-3;7;26 

Fea, C., 41 

Feet, sandalled (Hope по. 65), тоо 

Female, head (Hope по. 48), 61, 93; (Hope no. 49) 61, 93, Pl. 57, 2-3 

Ficoroni, F. de, 99 

Flaxman, J., 35, 43, 64; Apollo Belvedere, copy, 47, 59; Aurora 
abducting Cephalus, statue group, 17, 40, 47, 59, Pls. 29, 1; 43, 2 

Florentine boar, see Bartolini 

Foot, colossal porphyry (Hope no. 66), 42, 47, 50, 62, 66, 98, 100, 
Pl. 67, 2-3 

Forgeries, terracotta, 31 

Forsyth, J., 41 

Fosbrooke (later Fosbroke), T. D., 37-38, 46, 48, 50, 113, 114 

Frascati, 22, 73 

Fries, Josef von, 29 

Fuchs, W., 21 

Furtwängler, A., 19, 63,75, 91 


Galletti, 25 

Gallienus, 21 

Ganymede, 21; statue of (Hope no. 31), 42, 45; 50, 65, 66, 88, 94, 
Figs. 2-3324 

Gardner, P., 65 

Garlands, 23, 24, 25, 26, 27, 54, 105, 110 

Genius, statue (Berlin Adorant), 52, 59 

Gennadius, J., 65, 76 

Сеогре ТУ, King, 37 

Gilliam brothers, Dorking, 52 

Gladiator, statue in bronze, 56, 59, 66 


128 GENERAL INDEX 


Glenbervie, Lord, 35 

Goethe, 29 

Goetze, 86 

Gollar, 109, 110 

Gothic style, 54, 56 

Greece, influence of, 35, 41, 43 

Grecian style, 41, 52 

Greyhound, statues (Hope nos. 36 und 37), 40, 41, 46, 48, 49, 50, 63, 
90, Pl. 54, Fig. 25 

Guattani, С. A., 20, 29, 40, 70, 72, 75, 82, 89, 92, 94 

Gudenian, 75, 91, 98 

Gudius, 26 


Hadrian, 21; bust (Lever no. 24), 29, Pl. 3 1, 1; (Lever no. 26), 30, Pl. 
31, 3; (Lever no. 28), зо, Pl. 33, 1.3 

Hadrian's Villa, Tivoli (Villa Hadriana), 22, 29, 30, 40, 54, 70, 74, 94; 
103, 111 

Hamilton, Duke of, 24 

Hamilton, Sir William, 23, 42 

Hanbury, 83, 95, тот, 103, 108 

Harris, John, 10, 58 

Harris, M. & Sons, 23, 29, 31 

Harris, R., 90 

Harpies, 26 

Hearst, W.R., 66, 68, 69, 71, 100 

Hengistbury Head, 65 

Heracles, statue (Hope no. 4), 60, 66, 71, Pl. 48, 2; Genzano bust, 71 

Herm, see Double-herm 

Hermaphrodite, 19, 20; statue of (Lever по. 2, Hope no. 15), 
19-20, 40, 45, 48, 50, 65, 78, 88, 94, Pls. 3; 6, 3-4, Figs. 2-3; 24; 
Hermaphrodite or Apollo (Hope no. 16), 60, 78 

Hertz, B. 29 

Higgins, R. A., 10, 31 

Hiller, Dr. I, 10 А 

Hoeven, Philippina van der, 35, 36 

Hohler, Thomas Theobald, 36, 63, 64 

Homer,22 

Honour, H. 49 

Hooton Hall, Cheshire, 25 

Hope collection, paintings, 35, 47, 50, 62, 63; sculptures, 7, 9, 17, 18, 
35-112; vases, 17, 18, 37, 42, 43, 50, 52, 60, 63, 64 

Hope diamonds, 57, 59, 61, 63, 64 

Hope library, 37, 38; see also, Deepdene, Library 

Hope, Adrian Elias (1772—1834), 36, 40, 58, 72,75 

Hope, Adrian John (1811-1863), 36, бт; bust of by Thorvaldsen, 54 

Hope, Alexander James Beresford (1820-1887), 36, 39, 61 

Hope, Mrs. Anne Adéle (d. 1884), see Bichat 

Hope, Charles (1810-1817), 36, 37, 49, 58, 110; bust of by Thorvald- 
sen, 54; portrait by Sir Thomas Lawrence, 54 

Hope, Lord Francis (1866-1941), later 8th Duke of Newcastle, 36, 
62—64, 65, 66, 101 

Hope, Mrs. Louisa see Beresford, Louisa 

Hope, Henrietta Adela (d. 1913), 36, 57, 62, 63 

Hope, Henry (1735-1811), 35, 36 

Hope, Henry Philip (1774-1839), 20, 36, 37, 40, 51, 57, 59, бт, 73, 78 

Hope, Henry Thomas (1808-1862), 36, 37, 39, 57—61; bust of by 
Thorvaldsen, 54; Member of Parliament, 37:57 

Hope, John (1737-1784), 19, 35, 36 

Hope, Olivier (1731-1783), 19, 35, 36 

Hope, Thomas (1769-1831), 9, 19, 35—37, 40-42, 56, 64, 72, 75, 87, 
110, Pl. 38; drawings, 41; novel, Anastasius, 35, 37 

Hope, Thomas (1704-1779), 35, 36 

Horses, heads (Hope по. 96), 108 

Howard, Hon. Charles, бо, 71 

Howard, Francis, 73 

Humbert & Flint, 47, 66 

Hygieia, statue (Hope по. 2), 38, 41, 45, 48, 50, 59, 65, 66, 67, 68-69, 
70, 96, Pl. 47, Figs. 2-3; 10 


Ince Blundell sculptures, 17 

Indian, heads, 29 

Ino Leucothea, 19 

Ionic portico, 47 

Ionides collection, 31 

Isaacs, D., 26 

Ischia, 19 | 
Isis, 47, 79, 81, 86; statutte (Hope no. 28), 46, 50, 62, 86, Fig. 27 


Italy, 9, 35, 41, $8 


Jason, statue, see Thorvaldsen 

Jenkins, Thomas, 29 

Jugs, 23, 24, 28 
Jupiter, bust (modern copy), 52-53» 54, 59 Pl. 43,2, Fig. 6 
Juno, see Female 


Kingston, Surrey Record Office, 60 
Knoblock collection, 104 
Knucklebones, woman playing (Lever no. 34), 31, Pl. 35, 1 


Langlotz, E., 21 

Lansdowne collection, 94, 98 

Lapith, see Arm, male 

Laurentum, Torre Paterno, 52, 90; Villa of Antoninus, 40, 90, 94, 95 

Law, Н. W. & I., 35, 57; Mrs. I, 39, бо 

Lawrence, Sir Thomas, portrait of Charles Hope, 54 

Lever collection, 9, 17-32 

Lever, W. H., 9, 17, 18, 31, 65 

Leyden, Rijksmuseum, 43 

Ligorio, 25 

Lion, statue in basalt, 41 

Lion-feet, 23, 24 

Lippold, 63, 90 

Liverpool, Walker Art Gallery, то, 11 

London, art-market, 41-42, 46; Art-Union, 42, 57; Carlton House 
Terrace 23; Hanover Square, 35, 40; King’s College (Ashmole 
Archive) то, 11, 38; Minet Library, 11, 39, 64; Piccadilly, 59,61; 
RIBA Library, 39; Stafford House, 22; Theatre Royal, Drury 
Lane, 37; Victoria and Albert Museum Library, 37, 38, 39; 
Wellcome Institute for the History of Medicine, 11, 64, 70 

Lotus vase (Lever по. 21, Hope по. тот), 17, 28, 47, 56, 65, 109, Pl. 
30,2. 4, Figs. 4; 36 

Loudon, 58 

Lucius Verus, bust (Норе по. 56), 41,45, 48, $$, 62, 65, 67, 96-97, 
Pls. 63,2; 64-6, Figs. 2—3; 7; 27; bust (Hope по. 62) 61, 99 

Гуде Browne collection, 27 

Lysippus, Heracles Epitrapezius, 20; Resting Heracles, 82 


Male, head (Hope по. бо), 56, 61, 98 

Malone, 35 

Manvers, 90, 102, 103 

Marlborough, Duchess of, 49, 62, 63, 64 

Masks, 26, 102; see also Double-herm 

Mater Matuta, 19 

Mayer, Joseph, 29 

Mazarin collection, 71 

McPeake, 111 

McQuoid, Percy,105 

Medallion head (Hope no. 72), тот 

Medusa, 23, 30, 54, 109, 110; head (modern) 52,54, Fig. 6 
Melchett, Lord, 65, 69, 86, 88, 89, 93 

Meleager, head (Hope no. 41), 61, 63, 65, 91, Pl. 55, 1 
Mercer, D., 50, 51, 54, 64 

Merseyside County Museums, 17 

Michaelis, A., 7, 9, 10, 21, 56, бо, 61, 62, 64, 74, 100, 116, 117 
Millin, A.-L., 49 

Millingen, J., 50, 92 

Minet Library, see London 


Mond, Sir Alfred see Melchett 
Montaiglon, A., 22, 40 
Morris, E., 9, 10, 17 

Moses, Henry, 38, 107 
Myrina, 31 


Naples, 41 

Napoleon, 9, 49 

Naukydes, 69 

Naylor collection, 25 

Naylor Leyland, Sir Edward, 29 

Neale, J. P., 39; 52, 54, 55, 56 

Negro heads, 29 

Neo-classical, sculptures, 19, 35, 40,44, 47, 50, 52, 60, 66; style, 9,51 

Nero, bust in porphyry (Hope по. 58), 47, 50, 62, 65, 97-98, PI. 66, 
3-4 

Neumann collection, 31 

Newcastle, 6th Duke of (1834-79), 36, 63 ; 7th Duke of (1864-1928), 
36, 39, 54, 63, 65, 88, 89, 102, тоз; 8th Duke of, see Hope, Lord 
Francis; 9th Duke of (b. 1907), 36 

Niches, 52, 54, 56, Fig. 7 

Niemeyer, J. W., 19, 35 

Nollekens, J., 42 

Nubian athlete, statue (Lever no. 23), 28—29, Pls. 28; 29, 2 

Nymphaeum, 18 


Oehler, H., 7, 9, то 

Offley, C., 48 

Olympia, 29 

Olympic Games, 29 

Organ, at Duchess Street, 47, Fig. 4 

Ostia, 40; Tor Boacciana, 41, 67, 69, 96; theatre, 19 
Outline, importance of, 45, 52 


Pacetti, V., 18, 40, 69, 70, 72, 75, 78 

Pagliano, G. A., 41 

Paget, A. (Lord Queenborough), 63 

Palagia, O., то, 71 

Palladian style, 50 

Pan, statuette (Hope no. 30), 40, 45, 49, 52, 57, 65, 87-88, Pl. 52,3, 
Figs. 2-3; 6; 23 

Parsons, D., 64 

Partridge, Е. & Sons, 11, 65, 71,72, 74, 91 

Pearson, 108 

Pecci, 27 

Pedana altar (Lever no. 13), 17, 24-25, Pls. 20-21 

Pedestal, with decorative panel (Lever no. 22), 28, Pl. 30,1.3 

Peplophoros, statue (Hope по. 18), 47, 55, 62, 65, 80, Pl. 5 1,2—4, 
Figs. 4; 7; 16; statue (Hope no. 21), 61, 65, 66, 81, Pl. 53,1 

Persephone, 24 

Petworth House, 42 

Pheidias, 67, 81, 100 

Phrygian cap, see Youth 

Picturesque style, 37 

Pierantoni, 18, 21, 40, 75 

Pighius, 25 

Piraeus, 41 

Piranesi, G. B., 23, 27, 107 

Pisa, 49 | l 

Pisani, copies of АроШпо Medici, 47, 52, 54, 59, РІ. 40, Fig. 6; copies 
of Venus Medici, 47, 52, 56, 59, 76, 77, Fig. 6 

Plaster sculptures, 52 

Pliny, the Elder, 29, 97 

Polycles, 19 

Porphyry, 42, 47, 50, 97, 100 | 

(M Lady Lever Art Gallery, 7, 9, 17; Village, 17, 18 

Pothos, statue (Hope no. 9), called then Apollo Sauroctonus, 22, 40, 


41, 45: 46, 48, 53» $7 65» 74775, 1585: 2—3; 6; 13 
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Praxiteles, Cnidian Aphrodite, 19; Resting Satyr, 91 
Preyss, A., 65, 67 

Priestesses, 47, 56; see also Archaising, Peplophoros 
Prosser, G. F., 39, 52, 53, 54, 55, 56 

Psyche, statue, see Thorvaldsen 

Pugin, A. C., 42, 50, 54 

Pythagoras (sculptor), 21 


Ram, statue (Hope по. 70), 101 

Rams’-heads, 22-23, 24, 104 

Reinach, S., 32 

Relief, votive (Hope no. 71), 61, 101 

Restoration of sculptures, 18, 21, 47 

Reuvens, C.J.C., 43 

Revelstoke collection, 28 

Richmond, Duke of, 42 

Robertson, book dealer, 37, 38 

Rogers, Samuel, 35, 48 

Roma, bust (modern copy), 52, 54, 59, Pl. 43,2, Fig. 6 

Roma Vecchia, 22, 40 

Roman boy, statue (Hope no. 33), 61, 65, 66, 89 

Rome, as source of sculptures, 20, 40-42, 43, 49 

Rome, Aldobrandini Palace, 40, 73; Altieri Palace, 40, 87; Barberini 
collection, 27, 44, 108, 111; Campus Martius, 88; Lisca collection, 
40, 75, 81; Mausoleum of Augustus, 40, 70; Museo Capitolino, 
29-30; S. Maria Maggiore, 25; Tomb of Caecilia Metella, 92; 
Tomb of Eurysaces, 106; Villa Albani, 88, 108 

Roos, A., 58, 59, Fig. 8 

Rossi, 48 

Rothschild family, 61 

Royal Academy, 37, 43, 47 

Royal Society, 37 

Royal Society of Arts, 37 


St. Alban’s, Duke of, 19, 42, 81 

Sani, Adriano, 27 

‘Sappho’, head (Hope no. 50), 61, 65, 66, 81, 93, Pl. 56, 1-4 

Sarcophagus (casket), modern copy (Hope no. 104), 54, 110, Pl. 40, 
Fig. 6 

Satyr, head (Hope no. 40), 45, 48, 49, 55, 65, 91, Figs. 2-3; 7; 15; 
statue (Hope no. 24), 46, 52, 57, 62, 83-84, Figs. 6; 19; statuette 
(Hope по. 25), 46, 52, 54, 57, 84, Figs. 6; 20 

Satyr and woman, statue group (?Hope по. 35), 50, 90; terracotta 
(Lever no. 35), 32, PL 35,3 

Satyr with Dionysus, terracotta (Lever по. 32), 31, Pl. 34,3-4 

Scopas, 69, 71,75, 91 

Selfridge, Gordon, 65, 70, 72, 74 

Septimius Severus or Clodius Albinus, bust (Hope по. 55), 41, 48, 
55,62, 65, 67,95, Pl. 62, Figs. 7;27 

Serapis, 70 

Sicily, 35 

Siena, 27 

Silenus, head (Hope no. 69), 61, 101; statuette (Lever no. 3, Hope 
по. 23), 20, 42, 46, 52, 57, 65, 83, Pls. 4; 7,1—2, Figs. 6; 18-19 

Silenus as Heracles, statuette (Hope no. 22), 40, 46, 52, 57, 66, 
82-83, Pl. 52,2, Figs. 6; 18 

Silenus and Bacchus, bronze copy, 59 

Smith, Edward J., collection, 83, 99 

Soane, Sir John, 42, 65 

Sotheby’s, London, 10, 11, 48 

Sphinxes, 22, 26 

Spink & Son, 62, 66, 76 

Strawberry Hill, 43 

Strong, Mrs. E., 91 

Sutherland, Duke of, 22 

Swans, 24, 25 

Switzerland, 49 
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Symeoni, 25 
Symmetry, inarrangement, 44, 45, 46, 52, 55 
Syria, 35 


Table-support (Lever no. 12), 24, РІ. 19,3-4 

Tanagra figurines, 31, 32 

Tazza (Hope no. 98), 61, 108-9; (Hope по. тоо), 17, 31, 61, 65, 109; 
(Hope по. 102), 61, 109-10; (Hope no. 103), 54, 59, 110, PL. 40, 
Fig. 6 

Tazza-shaped vase (Hope по. 97), 108 

Terracottas (Lever collection), 17, 31-32 

Thermoluminescence, 31 

Thorvaldsen, B., 35; bust of Thomas Hope, 49, Pl. 38; busts of 
Charles, Henry Thomas, and Adrian Elias Hope, 49, $4; relief, ‘А 
Genio Lumen’, 56; self-portait, 73 ; statue of Jason, 49, 56, 60, 66; 
statue of Psyche, 52, 56; statue of Shepherd and Dog, 59 

Thyrsos, 31, 85 

Tiberius, 41, 67; modern bust (Lever по. 27), 30, Pl. 32,1-4 

Tickets, of entry, 43 

Tillyard, E. M. W., 17, 63 

Times, The, 18, 64—66 

Tivoli, Casino Fede, 40 

Torso of youth, (Hope по. 32), 65, 88-89, Pl. 53,2 

Townley, Charles, 38, 42, 48—49, 65, 76 

Townley Archive, 48-49, 91; Collection, 37, 38, 44, 88, 90, 99 

Tresham, H., 43 

Tripod, base (Lever no. 11, Hope no. 79), 17, 23, 55, 65, 104, Pl. 
19,1-2, Figs. 7; 33; bowl (Hope no. 99), 55, 104, 109, Figs. 7; 33 

Tripod, modern, 54, Fig. 6 

Tripod table (Hope no. 77), 103-4; (Hope no. 78), 104, Fig. 15 

Tsigakou, F.-M., 41 

Tudor style, 54 

Turkey, 35 

Tyler & Co., 39, 65, 88, 89, 102, 103 


Vaere, de, copy of Belvedere Mercury, 47, 59 
Vases on columns (Hope nos. 94-95), 44, 108, Figs. 2—3 
Venice, Museo Grimani, 108 


Index of Inscriptions 


CIL VI, 10069, 25 
CIL VI, 11716, 26 
CHEN], 12527, 27 
CIL VI, 16804, 104 
CIL VI, 17050, 24 
CIL VI, 21477, 26 
CIL VI, 24507, 26 
CIL VI, 24642, 27 
CIL VI, 5, 3582*, 25 
CIL X, 2917, 26 


Venus, 24; see also Canova, Pisani 

Venus Marina, statue (Lever no. 1, Hope no. 14), 18-19, 35, 39, 42, 
46, 49, 55, 65, 78, Pls. 1—2; 6,1-2, Figs. 3; 7; 14 

Vermeule, C. C., 7, 9, го, 18, 21, 71, 101 

Vickers, M., 82 

Victory, terracotta, 32 

Villa Negroni, 29 

Vitellius, head in porphyry (Hope no. 59), 50, 62, 65, 98, РІ. 67,1 

Volterra, 27 


Waagen, С. F., 59 

Wales, Princess of, 37, 48 

Wallis, 77, 80 

Walpole, H.,43 

Waterhouse, Sir Ellis, 10, 66 

Watkin, D. J., 9, то, 17, 39, 40, 42, 43, 44» 47, 48; 49, 51, 54, 60, 66 

Welgelegen, Hope residence at, 35 

Wellcome, Sir Henry, 64, 70, 100 

Wellington, Duke of, 37 

West, Benjamin, 43, 48 

Westall, R., 82 

Westmacott, C. M., 17, 38, 40, 42, 46, 47, 50, 54; $5» 70, 87, 90, 94» 
97, 98, 100 

Westmacott, R., 42 

Willett collection, 32 

Williams, Penry, 39, 52, 54 

Woman, draped statuette (Hope no. 34), 61, 89; see also Female 

Wyatt, Ј., 43, 48 


Yale, Center for British Art, Paul Mellon Collection, то, 11, 39, 54, 
57, 5991 

Youth, head in Phrygian cap (Hope no. 47), 50, 55, 62, 92, Fig. 7; 
statue (Hope no. 39), 61, 91 


Zeus, head related to (Lever no. 7), 22, Pl. 15 
Zeus, statue (Hope no. 5), 40, 50, $2, 59, 62, 65,72, Pls. 43,2; 48,5, 
Fig.6 
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Statue of Venus Marina 
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THE LEVER COLLECTION PLATE 5 


1—3. Archaistic statue of maiden, Lever по. 4 
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3—4. Head of Hermaphrodite, Lever no. 2 


THE LEVER COLLECTION PLATE 7 


3-4. Head of archaistic maiden, Lever no. 4 
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Statue of Antinous, Lever no. 5 


THE LEVER COLLECTION PLATE 9 


Statue of Antinous, Lever no. 5 


PLATE 10 THE LEVER COLLECTION 


Statue of Antinous, Lever no. 5 


Statue of Antinous, Lever по. 5 


THE LEVER COLLECTION 


PLATE MU 
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Head of Antinous, Lever по. 5 
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Head of Antinous, Lever по. 5 
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3—4. Head of Asclepius, Lever no. 6 


THE LEVER COLLECTION PLATE 15 


1-4. Bearded male head, Lever no. 7 
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1-4. Details of candelabrum, Lever no. 8 


THE LEVER COLLECTION PLATE 19 


1-2. Base of tripod, Lever no. 11 


3~4. Lion-headed table support, Lever no. 12 
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Grave altar to Pedana, Lever no. 13 


THE LEVER COLLECTION PLATE 21 


1—3. Grave altar to Редапа, Lever по. 13 
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1-2. Cinerarium, Lever no. 14 
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2. Cinerarium, Lever no. 16 
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2. Cinerarium, Lever по. 16 


3. Cinerarium, Lever по. 15 
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1-2. Cinerarium, Lever по. 17 
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1-4. Cinerarium, Lever по. 18 
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2-4. Cinerary vase, Lever no. 20 
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2. Statue of Nubian athlete, Lever no. 23 
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1. Statue of Aurora abducting Cephalus by Flaxman, LLAG, LS 5 
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1.3. Decorative panel, Lever no. 22 


2.4. Lotus vase, Геуег по. 21 


THE LEVER COLLECTION PLATE 31 


3. Bust of Hadrian, modern сору, Lever по. 26 


2. Bust of Caligula, modern copy, Lever no. 25 
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1-4. Bust of Tiberius, modern copy, Геуегпо. 27 
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1 у eve С Y 
1.3. Bust of Hadrian, modern copy, Lever no. 2% 
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3-4. Terracotta, Satyr with infant Dionysus, 


Lever no, 32 
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г. Terracotta, woman playing knucklebones, Lever no. 34 2. Terracotta, woman seated on rock, Lever по. 33 


3. Terracotta, woman and satyr, Lever no. 35 
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1. Terracotta, centaur abducting woman, Lever no. 36 


2. Terracotta, hero defending woman from lion, 


Lever no. 37 
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Marble bust of Thomas Hope by Thorvaldsen, 


1816-17. Thorvaldsens Museum, Copenhagen, A 823 
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——— 
ywer. 1826. Water -colour bv W H. Bartle 
Deepdene, Entrance front and tower, 1826. Water-colour 
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Sculpture Gall 


ery, Deepdene, 1826. Water-colour by P. Williams 
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Theatre of Arts, Deepdene, 1826. Water-colour bv P. Williams 
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1, Deepdene, south-west wing with conservatory and sculpture galleries, 1826. Water-colour by W.H. Bartlett 


2. Deepdene, Entrance front, 1826. Water-colour by W. Н. Bartlett 
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w el-engraving by Т. Allom and Е. Radclyffe 
Deepdene, interior view of new Entrance Hall, 1841. Steel-engraving by T. Allom an 
2. Dee А 
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1. Deepdene, view westwards along the депе, с. 1930 


2. Deepdene, Entrance front, с.і 930 


THE HOPE COLLECTION PLATE 45 


г. Deepdene from south-west, 1965 


2. Пеердепе. Entrance front 1965 


PLATE 46 THE HOPE COLLECTION 


Statue of Athena, Hope no. ı 
]. Paul Getty Museum, Malibu 


THE HOPE COLLECTION PLATE 47 


Statue of Hygieia, Hope no. 2 
J. Paul Getty Museum, Malibu 


Я . HOO ӘТЕ а 17] W шпә$п A135) [ne [ эшо 0013530) әз H d 
эшо 07122 И а 
$ ou adoH 5097 јо 91015 $ 2 оп adoH S3 WHH 10 913239 € $ ou adoy snıdapsy 10 91339 1 


Z 
O 
= 
= 
е) 
ы 
= 
к 
O 
о 
~ 
[em 
О 
T 
Lal 
m 
35 
н 
oo 
Ser 
|а 
н 
< 
= 
= 
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1-4. Head of ‘Sappho’ type, Hope по. 50 
Ashmolean Museum, Oxford 
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1. Terminal head of Dionysus, Hope no. 43 
Location unknown 


2-1. Head of woman, Hope по. 49 
University of Pennsylvania Museum, Philadelphia 
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1-2. Porphyry head of Augustus, Hope по. 57 
Royal Ontario Museum, Toronto 


3-4. Porphyry head of Nero, Hope no. 58 
Royal Ontario Museum, Toronto 
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€: 


1. Porphyry head of Vitellius, Hope no. 59 
Location unknown 


2—3. Colossal porphyry foot, Hope no. 66 


Greek Museum, University of Newcastle upon Tyne 
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Basket cinerarium, Hope no. 85 
Metropolitan Museum of Art, New York 


